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PREl<'ACE
It 1s a commonplace saying that l',terury genlus begP:llrs':malyais.

T~e

recognitlan of literary excellence is relatively easy,

but the attempt to explain the same greatness often issues

~_n

frustration.
One ~. .nteres tIng and s cr:et~_mes frut tful form of It terary analysis is based on

co~parison.

The

lite~ary

masterpiece, confronted

by a faulty image of itself. at times yields some of its secret.
This faulty image may take many forms.
It may be a good translation
guarr,e.

of~a

work into a foreign lan-

For example, the work of C. Day Lewis and W. F. Jackson

Knight, modern translators of Virgil's Aeneid, though admirable In
itself, ind 1.cates the very real limits placed upon a translator,
and accentuates certain elements of the Aeneid Wh tch are unique
and 1nimi table.
Alexander Pope's Rape of ~~, as it is known today, was
published in 1714.

However, there was an earlier edition of the

poem, authorized by Pope himself three years earlier.
provement Pope made upon hi.s oVln work is startl5.ng.

The imAnd compar-

ative readlngs of the two texts help the reader to understand what
it was that raised

med~.ocrl

ty to excellence.

Thus, a second type

of useful comparison involves a I-t.terary work and an earlier, less
iv

v

perfect, though authentic text.
still a third method of cOlnparison is otten profitable.

A

spurious edition of a work may be compared with t.he $.uthentto version, and in such a comparison the genius of t:h.6 •.n:r~hent.ilc text

may be cast in striking relief.

SUch is

t~e

method adopted in

this study of Hamlet.
In this thesis some

spurious

cq

ot the major 4itterenoes between the

text and the authentio

~

text are noticed and some

rerlectiions are made about Shake speare t s draaatic technique, his

diction, his charaoter ereations.

sUch a comparative analysis,

while noting the failure ot Q). on whos. page. abounds the material

tor outstanding 4rama, at the same time ai'fords an insight into
the genius whioh fashioned the same story, the same characters,
otten the same words into a great play.
These three points of comparisons Dramatic structure,

Dlctio~

Characterization torms three chapters ot the thesis.
A preliminary chapter discussing the texts under
tion will be provided.

considera~
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CHAP'rER I
'rHE TEXTS A'r IS;;UE

A brief excursion into the world of critical bibliography
rrovides sufficient proof that even literary studies have their
scientific side.

Fortunately, the SCience, at least in this

thesis, is handmaiden to the art--the necessarv identification and
description of texts is an important, necessary prelude to the
study to follow.

It WOIilld obviously be unacceptable to begin

COIil-

paring two texts and drawing conclusiQns about the dramatic power
of Shakespeare without being reasonably certain that one of the
texts is Shakespeare's and without knowing something o:f the antecedents of the other.

Thus, there will be presented. first, a

brief and necessarily incomplete resume of the critical conclusions that have been reached through scholars' investigation of
the origin of the texts of Shakespeare's Hamlet.
Critical bibliography is not concerned primarily or directly
!With a document as a work of' art, but as "so many sheets of paper
~ith

so much writing on them, by the aid of which actors had to

say their words, and subsequently printers haa to reproduce what
the authors wrote. lfl The bibliographer wants to know how the

lAlfred lei. Pollard, Sha1r:6speare '.,! Fi&ht with the Pirates
(IJondon, 1920), p. 54.
1

2

printed page before him got that way.

He tries to disoover the

faotors of ciroumstanoe, place, tune that help to determine a
text's authenticity or lack of it.

He ulti;Ilately seeks, as nearly

as it oan be found, the actual expression of the author.
'rhe develop!nent of cri tioal bibliography has, by degrees,
revolutionized the approach of scholars to editing the works of
Shakespeare.

Until recent years, or to personi1'y the change,

Wl-

til Pollard and J. Dover Wilson appeared on the scene, editors
oontented themselves with a more or less eclectic method 01' constructing their text.

'rhey based the...ir editions on the best text

available, but frequently introduced reVisions suggested by other
texts.

The norm of choice of the best text was the literary taste

and discermn.ent of t;he individual editor.
piled

'fhe editions thus com-

are for the most part quite good, at least in the lieraI'Y

sense, since the editors have generally been In6n of sound

judgmen~

'Ihe new approach demands that the editor recognize and uS'e the
true Shakespearean text.

'rhis selection of text must be based

on available evidence, both internal and external, not on personal
preference.

The text, once chosen, must be followed unless there

is some evidence that a partioular reading is interpolated, corrupt, omitted, etc.

In brief, the editor who takes the eoleotic

viewpoint, whon faced by a textual dl1'ficulty, asks him.self, "what
'Would Shakespeare say here?"

The soientific editor in the same

circumstances would pose the question more logically: Uwhat did
Shakespeare, as far as can be determined, say in this context?"

In 160), NiCholas Ling publiShed a play whose title-page

reads: "The / Tragicall Historie of
~rke

I

Hamlet / Prince of Den-

/ By William Shakespeare / As it has Deene diverse times

aoted by his Highnessetser- / uants in the Oittie of London: as

also in the two U- / niuersities of Cambridge ani Oxfor4, and
elsewhere / At L~ndon printect for N. L. and John Trundell. / 1601"
~his edition is referred to as the First Quarto or ~.2

Shakespearean soholarship was, however, untroubled by Q.t * s
~xi8teno.,

~bury.

until it was bl'ought to light 1n 1823 bY' Sir He.l'lrY
Although all conceded that~Shakespeare later vastly im-

proved the play,

":l was long accepted. as an authentio text

play, wr1tten and approved for pUhlioation by Shakespeare

of the

h1msel~

Indeed, Frank Hubbard, who expended considerable effort on proh~ems oOIL~.cte4

authentic1ty of

with the texts ot Hamlet, attempted to prove the
~

on the basis of its rrequent agreement with the

First Folio (F), which he assumed (incorrectly as later scholarship

proved) to be the author's own final version.)

Even on his suppo-

sit10n that F 1s a reproduction of the genuine manuscript, his evi2The only play oite<i in this the s1 s 1 s Shake spe are t s Hamle t.
Frank Hubbard's edition or the Q:t text is used, and the J. 156ver
Wilson edition or Q..2 is employect. References will be given in
parentill::ses af'ter eaoh quotation, indicating simply Qa or Q2 with
act, 8~~nei and lines oited.
3Frank G. Ebbbar4, nThe Read1ngs of the First Qa,1arto of
!Iamlet. t1 PMLA, XXXVIII (1923), 792.

dance is too scanty to demand recognition as proof.
Despite the championing of Hubbard and others,
ferred to quite unflatteringly as the "bad quarto. tI

":L

1s now re-

It is an ab-

breviated version (2l::;I.!. lines) of the original, replete with flat,
pointless dialogue and marred by a garbling of the sequ(mce of the
play, especially to'tvards the end.

The evidence of the text--its

loss of detail, !'nisplacements, oversimplifications, many passages
almost identical with the original MSS, cases of peculiar errors
vlhich can be explained only by the failure to remember the correct
reading--all these indications convel"ge on a single conclusion,
that Q:J. is, as Bowers pU'cs it, "a memorially reconstructed pirate

text.lfL~

That QJ. is a pirate text, that is, one nrocured and

printed without the consent of the author, is now generally adm.itted.
G. I. Duthie, whose work on '\ is outstanding,S raises a l'ut'ther pertinent difficulty.

"

Granted that Q.:t. is a piracy, he asks

in effect, can vie neglect trying to find out just what text is 'being pillaged?

J. Dover ',1ilson6 and Hardin Craig,7 for instance,

4Fredson Thayer BO"l(n~s, On Editi~ Shakespeare and the Elizabeth.an Dramatists (Philadelnhla, 1955 , p. HI.
- 5George Ian Duthie,

1!?:.! ~

4U;arto

E!

Haralet (Cambridge,

19414

6 J. Dover \'lilson, ed. of 'Uilliam Shako speare , Hanuet
(Cambridge, 1934), p. xxii.

7 Hardin Craig,
1948), P. 432.

~

Interpretation of Shakespeare (NevT York,

5
contend that Q:1. is a. corrupt vel'sion oi' the playas it was then
(160l-l602) beine acted.

They iI1lply, the ref'ore, tha.t it represen

a pirate f s attempt to reCOl1struct a Shakespearean text which is no
longer extant.

others have rung a slight change on this opinion

by holding that Q.l is, as it were, the hali'

way mark between pre-

Shakespearean Hamlet and the finished ra.asterpiece.

Duthie, how-

ever, has now proved to the satisi'action of almost all that Qa is
reconstructed on the basis of the text that we now know as

"-2.

The pirates attended 'the play, probably took notes, and then tried
to reproduce the dialogue and

correc~

sequence of the play.

The

mangled copy that resulted was a piracy by stenography, a theft
by ear aided by the art oi' shorthand and a struggl ing memory.
Duthie t s claim is, then, that Q:t is the result of listening
to the play enacted according to the

Q,)
c.

version.

His evidence

for this claim takes the form of a detailed analysis of the likenesses in the

~

and

~

texts.

A single exanmle is by no means

conclusive, but is sufficient to indicate his method of procedure.
Act IV.iil.39-40 in ~ reads: "Hamlet, this deed, for thine especial safety, / Which we do tender, as we dearly grieve. ft
special interest is the use of ntender tl as a verb.
of

~,

In Act

Of

rl.l.45

however, "tender U is found used in much the saroo context,

but adject1vely: "We, in care of you, but specially / in tender
preservation of your health. ft

A large nuraber of such instances

point to the fact that sorr..eone' s !oomory was snatching eagel'tly, but
none too successfully, at the

~

text.

Duthie explains sudden

6
and seemingly unaccoun.table bursts of good recollection by postulating a second co:rnpositor, wM re\vorked and sOl'netimes irn.proved
the copy constructed by his fellow conspirator,8
In accordance with the conclusions o£ nIDdern textual scholarship, in this thesis
constructed t'rom

;:'~l

will be considered as a. plrated text

1'6-

~2.

Some justification must be presented for the choice of

~

over F as the authentic text, since both ot' these versions have
claimed to be reproductions of' the original

MSS

and haVe, with

unequal success, attempted to support... such a claim,
Q2 was published in 1604. and bore the following notation on

the title page: "Newly imprinted and enlarged to almost as much. /
againe as it was, according to the tI"'.le and perfect / Coppie. 1I 9
~

(rhus,

purports to be based on "the true and perfect Coppie, II

and by implication claims a fullness and authenticity not possessed

by the pirate edition <c,q) of' the previous year.
The Shakespearean First Folio, published in late 1623 by
Isaac Jaggard and

I~dward

Blount, was the f'il'st edition of

Shakespeare's complete dramatic works. 10

For most of the plays it

8Duthle, P. 176-179.
9Frank G. Hubbard. The First guarto Edition

I~et

(Madison, 1920), ~.

lOvJalter vlilson Greg,

1955), p.

4.

1h!.

££

Shakespearet~

Shakespeare First Folio (Oxford,

7
represents the best text, since fei'l of the plays have a quarto
version of any value.
'!'hough the Folio text of Hrunlot is much smoother than Q2 and
presents fewer textual dif'ficulties. contemporary scholars, such
as W. t<J. Greg, C. J. Sisson, and Hardin Craig ratify the conclu-

sion of Dovel' 1:l1lson that F is an edt ted text. and that Q2 represents something closer to Shal..respeare's own version.

i.'Jilson cites

as evidence the fact that there is no attempt in Qe to disentangle textual difficulties, whereas in Ii' the effort to do so .meets
wi th V¥71p;g success. ll

1'he instanc~ in whioh F's revisions

make poor drama would seem to indioate that a hand other than

Shakespeare's is attempting to clarify the

~

text.

The light

punctuation of Q.? is characteristically ,:ihakespearesn. and is radt, ...

ically opposed to the much more generously punctuated F.

Pollard

also remarks that heavy punctuation is a strong indication of the
editorial \'lork in F.12

'.

1'111son believes thB.t the compositor of

'-'2'

since he was, as will presently appear, inexperienced. left the
punctuation and spelling as :,ihake sneare wrote it j or at least as
he thought Shakespeare wrote it, since
been a notoriously poor

pe~~.

~fuakespeare

Q2 dispenses WiUl act-scene divi-

sions, which, we know, was Shakespeare's usual

llJohn Dover 1'l11son, Hs.:n.usprJp'ts
1934), I, 92.

(Cz~bridge,

12 Pollard, P. 94•

appears to have

.2!.

'~)ractice;

P employa

Shakespeare 'Eo Hamlet

8

imoerfect divisions of this type.
deleted from

~

in the F version.

There are 215 lines skili'ully
J1hese omissions and the obvious

edi ting o:t the udumb shown stage directions are further indications of the deI'ivative na.ture ot' F.13

Greg clinches the argument

when he cites the ccrresiJolldenoe between Q:2 and F in

nU!1101'OUS

un-

usual forms and spellings, and he concludes by remarking that flit
must be admitted that the evidence al"ilounts to somethinG not far
short of plooof. ,,14
After he establishes as well as possible the authority of
loJilson offers a probable explanation Qf how the
soript

CEtlTle

into the printer's hands.

s.~akespeare

~,

manu-

'rhe Company supposedly made

at least one new prompt book and, therefore, was in a position to
relinquish Shakespeare ts first draft or "foul papers" to the printers.

That this actually happened is accepted as the most probable

theory.

F is consi<lered to be the resul"1:i of a mediocre editorial

job on the revised prOlilpt book. l5
Although au.tllentic, the

~iffleulty.16

'~2

text is nevertheless fraught 'flith

It is badly printed and the compositor had nlore

than a little trouble in spelling out the text.

There are five

l3Greg, rirst Folio, p. 310.

ll"~Ibid P. 329.

-'

l5wi1son. ad. of Shakespeare,
l6areg , firs't Folio, p. 311.

~~et, p. xxvi!.

9
o:nlissions totallin[t; eighty three lines.
tend even to the characters' names.

At tiriies, the er}:'ors ex-

lIollever, the inexperience of

the printer can explain m.a.rq, if not most, of the difficult;ie s,
He vias anparently unable to decipher texts with a.ny .facility and

seems to have been prone to omit lines that he could not readily
make out.

BoWEH'lS

points to evidence that during some of his work

he used ~ to help extricate himself from textua.l d1t'l'iculties. 17
And Wilson, the greate at challlpion of Q2" allows that in cases
where a reading of Q2 is obvIously due to tho printer's error, the
F reading should be en~loyed as the ~st possible monitor. IS

All

problems are not, of course, obviated in this \iay; but we :must

rest satisfIed for, as Greg notes, "we are ra.ced with a choice between the roughness and inconsequences of the author and the ordered leveling of the book-keeper.,,19
In this thesis, J. Dover \-lilsont s edItion of Hsmlet based on

Qe will be used, and any deViation by Wilson from the Qe text will
be noted.

17 Boliers, p. Ltl.

1:::'WI1son, edt of Shakespeare, Hera.let, p. xxviii.
I9 Wa1 ter 'tiilson Greg, fue Ed!torlal Pl~oblem in ;llia.kespeare: a
.2.f ~ Found.t!.tions o.'f the Text (Oii'ord, 19"5i"), ~nd ed., p.-

~~~ey

CHAPTBH II
DRA!1ATIC S'rRUCTURE

Dramatic structure is an accurate, if sonwwhat misleading
and I:lInbic';Uous, ti·tle for the present chapter.
to

l.~ply

The title may seem

that; a detailed theory of dranlatics and dra.'1l8.tic pre-

sentation is being presumed as a norm of ref'erence accordinG to
which varitlus elem.ents or
~r

~

will be judged dramatically superior

inferior to the corresponding sections of Q2-

It seems unwar-

tr>anted and confusing for present purpqses to adopt a theory of'
~hakespearean
~xcursion

drama without adequately

describih~

it.

Yet, an

into the vast area of speculation and scholarship 1n-

!lTolved 1n Shakespearean drama t..Jould be more than a thesis ill itsel.f.
k\reasonably satisfactory solution of this difficulty \1111 be
"0'.::...Yld in the procedure that

~iill

be followed, aa:l1l.ely I an analysis

pf some features of the texts on the basis or some elements
~o

all drama.

C011'u'OOn

The assigrJuent of certain lines to certain char-

acters, the arrangelnent of scene sequences, the continuity of dialogue, the pertinence or stage directions, significant changes or
omissions--suoh elements as these will be suitable points for in-

rvestigating the comparative 'Worth of the two versions.
At the very begin."'ling of the play, "-t'S penchant
~tands

it in bad stead.

~ s sentia.l

fOl"

sy-nopsls

The change of guards in Q:}. aohieves its

fH1r-pose-- it readies the scene for the arrival or

10

11

Marcellus and Horatio, but dramatically it 1s not arresting; it
1s t'lat, a poor beginning tor a play.

The First Sentinel

('B":ran.cisco ot.' ~) mel-ely halts the Second Sentinel (Bernardo),
instantly a.cmowledges his reply, and receives the message tor
Horatio

and l/[arcellus.

the f'irst move.

In Qe, however, it is Berna.rdo who makes

He hails the guard, vlhom he does not yet recog-

nize:
(~.,

llho 's the re?

I. i.1 )

But Francisco does not know him either and il:].nediate1y returns the
challenge.

...

There is a co:n.frontation, . quickly resolved and admit-

~edly of little importance, but nevertheless dramatiC, attention
jeatching.

'the play is alreadt alive and moving.

i,/i180n re!11al'ks how the stage direction before ActI. ii in
pspecially effective dramatically.l
[pGx-son to enter the royal court.

<e

is

}~m1et is the last significant

He is, from his .first appe arance ,
.,

a figure apart .from and in conflict ~.;ith everything in the court
life about him.

This effect is lessened in the ~ stage direction,

which puts Hamlet in his correct place in the proce sSion, behind

the King and Quean.
In Q]. the King turns first to the Nort"1ay busine sa and then

hears Laertes' request for disl;l1ssal from court; but in ~') he gives
c..

iWha.t might be expected of h.i~n, a coronation speech 111/'Which he ex-

IDresses sorrow for his brother's death and offers som.G explanation

l\Hlson, ed. of Shake speare) HruIllet, p. 149.

12
for his quick :r.18l·I~iage.

l,;ilson point:) out tho 91gn1ticnnce

or

the

no~ huv{J we heroin ba..~"O(.l
Your ':'fltta::.:' 'V7isdol'1;?', uJlich :18ve 1"reely ,::0110
Hith th,is atta:1:rt along--fo:r all, our thanks.

*')

r.dbl.as in the Kingts f'JoiZ'U.ro of tllG throno.';:'

000

lor

i;':!

Mone in an enemrJ ' caq:'l.

dOGS

::,l'u,eh. tUl 1u1h.oly all iru1.CC in tho

"dh.en ac':~o:rd:b~ to tho

i.hal'!

t;he IJrinco

(,,:>

int~rjects

G..

u

SOl"'VOll

not; nwlro clear the C)):iz::rtouee

:a.r1t)':3

cClurt.

verSiOl:'l, tho I:!:n'b hu~; fin.inhed his

hlttt!)l~

/1 11;;·t;1') l'llOl"€'1 t;,h.an 11::1.1'1, ulld leg

:'l11.s 11ne

'2he a11uoioll ia zlOt,

uU!)!,l,l" line:
th!l..~

kind. (~I. \~, 1.11.6;))

not; only -to bri.ng the st.tt.tfo botween t':lO 1:.L"1.l:; and

:l'ltl.l."J.lo[;; into :LL;lOdlate tocms, but alao givez a hint that tho d1.tfl ...

'IllO :'Htrallel paoda.go In, 'll has the p11ir,\,J~e listO:::1Ul£; tlithout

:lntE:u.1:i'Uption

to a SOvou line upeocl.l. of the.) Ki':ll:; vlho lnqJ.:d.='"'O[J 1:n;;o

13

to indioato tho Gxistence of oont1iot bofflTeon tho 1ane a:n.(.!. Hru~let.
!~ve~l l"et~l~ne(Hl

in th6' (~..,c.;. text of: this intoJ:#Vie,., betwe~)n

the King and I:iara.1ot aall attention to tll.9 ir;11H)'rtl:l.nee of 1';110 fact
thet Claud.ius 1s actually

tl

ttsu...wpel'.

In Act 1.11.108-112 ClIDld1u8

...
Hilson is c.t peJ.n~

tt')

ShOtl

that Clnl.ld1uo t l.tnlOlr:f\ll a!'J;:rtt;:lptlon

of tho royalty is a t;1'1ovanoe Which 1~:'! bll')ortnnt in t!le d:t;v{"!lop~

of' the dl"smat10 OOnflict • .3
~vene~. s1."'lCO

It COt ~'lotos Ha.1'llet' f.i l"'lOtivnt ion .for

wi thou t this ttr.ert the v111tl'~nJ· c.r the King t10uld

not bo eOl1!llete.

But. as It It1,

no

ha~

stolon Hron.1.et 'a tsrchs!" by

rtlUrd.ex-. his IlD'i.ihe!' by dishonol~1ng her, his Cl"OWn by uffi.tP,tlation,

I.Uld evont"tu111:r atta:mpts to stoal h1s lite by tl·~a<lhel"y.

The 01'118-

s10lt oS' an~r allusIon to th~ faot of usurpat:i.on in '1,;b.e enrol'1 part

n:i.:i"1oantly

ill

the tuo v8l'oions 1s tho ehG.ln of events leading to

the nunn&')"y 1nchlent in 'W'h.1ch Hamlet doliver-a his el~at so3.. iloqtI7

and soon afte:rv:ar€.ts cOt;1pl$talj eh.a t ters th~ 9tr'&tf~e~!' of his e-rlDlII1

,.

Cp

mies by his fierce and stinging abuse of Ophelia. The sequence
for this event followed in

(~

gives rise to many difficulties wld

inconsistencies which are avoided in the more careful and dramatically effective arrangement found in
the dramatic deficiency of
rangement of

(,~2

~

Q,.
c.

'ro illustrate clearly

and the subtler, more skilfull ar-

it will be helpful to narrate briefly the action

as it occurs in both texts, and to indicate where certain important variations occur,
In

~

this event occurs in Act II.ii.

...

The scene opens with

the reception of Rosencrantz and Guildenstern at court,

After

they withdraw, Polonius, accompanied by Ophelia, announces the arrival of the ambassador, and hints at love for his daughter as the
~ause

of Harolet's mad conduct.

~eaves,

After Valtemand, the runbaasador,

Polonius states his case for the desperate love of Hamlet

"or Ophelia,

Presently Hmlllet is noticed approaching, whereupon
'.

Ophelia is instructed to hover in the Vicinity while the others
~ide.

The soliloquy and the meeting between Hamlet and Ophelia

follow ilmnediately.

Those incident s occur bef'ore the "madlf

Hamlet's conversational conquest or Polonius.
In the Q2 description of the action, Polonius 1s not attended
~y

Ophelia in his audience with the King.

~hen,

Although there is,

no occasion for an encounter between Hamlet and Ophelia, the

Prince happens upon the scene, notices that he is watched, and is
presently accosted by Polonius, who wishes to convince the listen~ng

King and

~~een

that their son is actually crazed with love for
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Ophelia.1.J.

Hamlet asswnes the role of a madman, albeit a most

sharp-witted and perceptive one, in his colloquy with Polonius;
but he gives no satisfaction on the question of whether or not he
is unbalanced

by

love.

rfl~is

mentioned, delayed in the

~

conversation is, as was previously
text until after the meeting with

Ophelia.
In Q2 Rosencrantz and Guildenstern pay court to Hamlet after
the withdrawal of Polonius.

'Ene lonely Prince receives them joy-

fully, but his joy ohanges to pain and disgust when he presently
perceives that they are hirelings rather than .friends,

rrhis meet-

ing and also lWrnuet t s preliminary dealings with the players, placed before the "nunnerytf incident in
In taot the

Q?
t:.

Qe, are plaoed after it in <.q.

text of Aot II.ii conoludes with Hamlet's "Hecuba"

soliloquy, in which he airs h1s hopes of catching the King by the
device

ot'

a play reenacting the murder of his fa.ther.

Wilson inserts a stage direction at the end of Act II.ii in
Qe.

It reads, "A day passes,n;>

He supY'orts this insertion by

referring to Act II.li.51i-3. where Hmnlet tells the players that
"t'omorrow night" the play will be performed.
~

In Act III. i.2l ot

Rosencrantz, in an interview with the King, CXJ.8en, and Polonlus,

mentions that the play will ta..lce place tonight.

4~llson, ad. of Shakespeare, Hamlet, P. 170.

-

5Ibid., P ..

57 ..

It is ira.medlately
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after this report by Rosencrantz and Guildenstern upon Hanllet' s
madness, that Q.2 presents the scene between Hamlet and Ophelia.
In view or the comparative chronologies narrated above,
several dramatic inconsistencies becorle evident in the sequence
rollowed in

'q.

I~nediately

after Polonius leaves Ophelia,

Hamlet appears, delivers his soliloquy, and begins to berate
Ophelia.

The problem found here is obvious.

If

Ha~et

knew of

the presence or the King, Queen and Polonius, he would certainly
not have spoken his soliloquy; but if he had not overheard at
least part of the instructions to Ophelia, he would have no reason for insinuating that she is stationed here to seduce him, for
suspecting that she is a decoy used by his enemies.

In

Qe,

how-

ever, Hamlet enters just as the King and Polonius have agreed to
attempt the experiment of "loosing" Ophelia.

1be Queen remarks:

But look where sadly the poor wretch comes reading,
to which Polonius rejoins,
Away I I do beseech you both a\-1ay,
Itll board him presently, 0 give me leave.
Then the conversation between Hamlet and Polonius ensues, in which
Ha.'1'l1et, by his bawdy remarks concerning Ophelia and his reference
to Polonius himself as a "f'lshmonger,n makes it clear to the viewers of the play, i t not to the hiding royalty, that he has overheard the plot that has just been laid and that he is now aware
that Ophelia is being used against him.

However, the meeting be-

tween him and Ophelia is deterred for a full day.

Then he gives

his soliloquy, which he stops rather abruptly when he realizes
that he has come into her presence.

At first Hamlet, on his

guard, treats Ophelia as a distant acquaintance; then, when she
becomes insistent in her dOl''t19llds that he receive back the gifts
he had given her, he rel'oorabers the plot to draw him out, surmises

that the King and Polonius are listening, and for their bene:fit,

as \~ilson points out, 6 changes his attitude towards Ophelia 'tiith
the derisive question,

Ha, ha, are
you honest?
The sequence in

(~~, III.1.l0~-103)
~,

then, at least makes the occurence o:f the in-

oident understandable.

Hamlet speaks to himself, unaware that he

is observed; he 1s harsh with Ophelia because she calls :forth his
fury by her betrayal.
In addition to the above mentioned reasons, "2's placement of
Hamlet's interview with Polonius be:foN the encounter wi'th
Ophelia is fitting also as the first full-length portrayal of
Hamlet's antic disposition.

l"fith the preparation afforded by this

conversation, the audience is prepared for Hamlet's more violent
performanoe when he meets Ophelia.
But in

~

Act 11.ii.226-230 Polonius remarks in an aside that

Ha:m1et is speaking like one suffering

:from love sickness:

How pregnant his replies are, and full of
wit; yet at first he took me for a fishmonger. All
this comes by love. the vehemencv of love; and when
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I was 7Toung I vias very idle, and suffered much
ecstaoy in love; very neal" thise (l.!!!!. i~l, 11.11.226.230)

'These rema.rks are particularly inept, since Polonius has just
heard and witnessed Uamletts upbraiding of Ophelia.
treme blunder as this is a strong indication

SUch an ex-

that the difference

in sequence from Qe is largely accounted for by the uncritical
and defeotive lllemory of the pirate s.

'rhe dramatio buildup of the King's suspicions of 1Ia."l11et and
fear of his intentions is '\olell done in Q.2 e

After Witnessing the

Hamlet-Ophelia spectaole .. the lUng re,tllarks:
LoveJ hIs af'feotions do not that '!lay tend,
Nor wha.t he spake, though 1t laoked form a little,
Was not like madness--therets something in his soul,
oter which his melancholy sits on brood,
And I do doubt the hatch and the disolose
\'1i11 be some danger. • •• (~. Qe, 1I1.i.165.... l70)
Thus, the two opponents, Hamlet and the King, begin to recognize
eaoh other more clearly, and to maneuver for position in the death
struggle.

In

"1

the King merely says that Ha.!nlet f s difficulty li&1

In something deeper than love.

He remains quite una:tvue of' the

trtW situation until Hamlet rorees his attention in the play stag~d

for the entertainra.ent. of the court.

Huch of the tension 1s

lost in Ql, tlhere the KIng is a much leas clever and forr!Jidable
Poe for the Pbinoe.

In Aot n1.iI of

~

Polonius enters with Hosenorantz and

Guildenstern atter IUmUet has concluded his instructions to the
players.

Hamlet, obViously without any relish for the company of

p.is friends, dispatches them from his presence i111rnediately and
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calls to Horatio.

He then offers to Horatio Hords of thanks and

appreciation f'01" his true friendship.

In Ql Rosencrantz and

Guildenstern do not appear before Horatio speaks with Rrunlet.
Ihis omission causes the loss of SOrlle of.' ~ fa ef'fective draxnatic
contrast between the false friends who hava just been dismissed
and the true Horatio to whom Hamlet turns for relief.

At the beginning of' Act III. tv Polonius speaks B. few wor'ds of
encouragement to the Queen before the B.l'1rival of Hamlet.

He in-

stI'Ucta her:
Pray you be round with him,

-:

to which she replies,
Itll war'nt you,
Fear me not. \itithdraw. I hear him cOming.
This b1t of dialogue helps to pOint up I'llOre sharply the complete
fa1lure of the plans of the Queen and Polonlus. since Hamlet is
throughout the meeting the master of the situation.

.,

But in

QQ

Polonius has no words for the Queen other than:
Madam, I hear young Hamlet com1ng; It 11 shroud
behind the arras. (~.~, III.iv.1-2)

~~self

In

"2 Act

III.iv.202-21l Hamlet shows t~at he knows that het

attended by Rosencrantz tL."1d Guildenstern, is banished to England.
'rhese school-tellows of his he trnsts nas adders fanged, n and is
determined to himself outplot tharll.

'lJ.

'This section is oI11itted 1n

a.."'ld hence another opportunity 1s lost of bringing a further

aspect of liruUlet's nmny-sided conflict into focus.
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Act IV.ii of
in Q2'

~

compasses the first three scenes of Act IV

The action is substantially the same with the one excep-

tion that a scene between Hamlet, Rosencrantz, and Guildenster-.a
in Q2 (Act IV.ii) is omItted in Q.l'

SOme

referenoes, notably

Hamlet's labeling Rosencrantz and GuI1denstarn as "sponges, soaleup the King's COtmtenance,tf are contained in this scene, whereas
in Ql parallel dialogue is found in Act I11.ii.210-220.

Atter finding &td retrieving
Guildenstern, according to
presence.

~,

l~et,

Rosenorantz and

oome along with him into the Kingts

.

Gul1denatern immediately addresses the King:

My lord. we can by no means know of him where
the body is. (F~. Q1, ·IV.l~22-23)
In Q"'l,
however, there is e. atege··direotion baf'ore Act IV .11i.11
1::.

which states, "Entel'> Rosencl"antz

an.d

all the rest. lt7

liosencrantz

then tells the King that Hamlet will not reveal the hiding place.
Another stage-direction bef'ore line fifteen l'eads, "They ·'enter. fI
thereupon the King asks

F~m1st,

NOW, IUmllet, where's Polonlus?

(~.

Qe, IV,iii.15)

It seems, then, as Hl1son deduces, that the "they" refers to
Hamlet, who ~nt~rs guarded. 8 ':hus, Rosencrnntz a.."'ld Guildenstern
tell of their failure before Hamlet appears.

The

~

rendi tiol1 is

much less apropos, Since, by such a bla.tant reference in HrurJ.let's

71,ralson, HWlllscripts, II, 364.
8W1lson, edt of Shakespeare, Hamlet, p. 220.
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presenoe to their efforts to sound him, even the illusmoll of
friendship whioh they Wllshed to rnaintain. would be destroyed.

'J:he

stage directions in Q2 give a basis for the avoidance of such
taotical blun4ers by the plotter's.

Aot IV .i1 in

~

corresponds to Act IV .iv

is Fortinbras' appeal for
route to battle.

in~.

111e

subject

to pass through Denmark !!!

pe~ilission

The ' \ versio,n contains only five lines, and

merely records Fortinbraa' request for safe conduct.

In

~

the

scene has added importance in as much as Hru1l1et is introduced and

...

another oooasion is ofrered him to feed upon thoughts of' ve.:a-

geance.

Even in

Q[, however, the scene, brief though it iB, has

some significance, since it is necessary to have Fortinbras in
Den-mark at the end of the pl&y, when he

restol~es

ordel" to the

scene of carnage.
Ophelia f S sad plight and eventual death are recorded in both
"

texts--in

":1.,

Act IV.iii and in Q;z, Act IV.v.

In Ql the Kirlt1 and

Queen are together from the very begilming of the scene.

'rh&

King buoys up the t;J,le6n 1 s hopes for Ramlet t s safety in England by

the ironic remark:

Hamlet is shlp't for England; fare him well;
I hope to hear good news from thenoe ere long.
If every thing fallout to our content,
As I do make no doubt but so it shall. {Jiar£l. "1' IV.iii.1-4)
This is shooking;ly u:rmatural and unrealistio, since the King has
always acted most lovingly towards the Queen.

He would naturally

be retioent on the subject of Hamlet's death, espeCially with his
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Again in Q)., Aot IV .1i1.16-20, the

oonsort whom he has betrayed.

King, in the presenoe of the QUeen, alludes quite baldly to the
fate in store for Hamlet I whereas in Q2, Act IV. v .200-219, he respects her feelings by cabrl.ng the wrath

ot

Laertes by assuring

hin1 that his complaint will be heard and justice done.
the King's barbed words to the

~ueen

in

~,

Clearly

Act IV.iii introduce

a strange and troublesome inconsistency of attitude into 'the play,.
In

~,

Act JY.v as the scene opens the

~een

her attendants, Horatio, and a gentleman who is
....

is present with

Into~u1ng

her

that Ophelia is importunate in he::(' demands for an audience.

The

gentleman describes in sonte detail the pitiable state of Ophelia:
~kle spealts much of her father, says she hears
Th.epets tricks itthtuorld, and hen:tla, and beats her heart;,
spums enviously at straws, speaks things in doubt
,
'rhat carry but half sense. ReI' speech is nothing,
Yet the unshaped use of it doth move
The hearers to eollection--they aim at it,
And botch the words up fit to their own thoughts,
"
T;.hich as her l'linkS and nods and gestures yield them,
Indeed would make one think there might be thought,
Though nothing sure. yet; nmeh unhappily, (Ham.~, IV.v.
:s:T3)

His speech· helps as a. fairly good introduction to and preparation
for the uncontrolled speech and behavior of the at.flicted Ophelia.
In

~

the gentlernants role is eliminated; and the only introduc-

tion to Ophelia is the

(~eenf

s

~r!'la.rkt

But this mischance of old Corambis' dea.th
Ha.th pierced so the young Ofelia f s heart,
That she, poor maid, is quite bereft her wits.

( Ham.. Q, ~ IV.

m.6-8)
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'I'his brief speech in Gq, while not misleading, is hardly suffi.

cient drmnatic prologue to Ophelia's violent madness and death.
The madness of Ophelia is rather crudely portrayed in

~

where she sings two of her senseless songs and engages in one

very brief verbal exohange with the King.

In

~

the King and

QUeen, by their attempts to draw her out and hW110r her, emphasize
the extent to which her rilind is removed from::'eali ty.

lyrics which she sings in

~

indicate that

f:;.~strat1on

The ba\-J'dy
in her love

for Hamlet may be as much a factor in her madness as her grief for
her murdered father.
The

~1ival

of Laertas in

~

is quite forceful and dramatic.

The shouts or the rabble ohampioning !.Jaertes con:firm the Kingts
'Ilorst fears aoout his own unpopularity with the masses.

Laertes

bursts into the Kingts presence in the company of his eager adherents, and contemptuously asks,
~~ere

is this king?

(~.

Qe,

In Q.J. there is no drama at all.

IV.v.112)

The King merely concludes his

conversation with the Queen by asking,
How now?

(~.~,

1fhat noise is that?

IV.1i1.47)

\Jithout further ado. Laertes enters.

Act IV .vi of Qe contains dialogue between Horatio and a sa1lor 1tlho serves as a messenger bearing

lettEn~s

fro11l Hamlet.

The

letter to Horatio tells of Ha."lllet I s return to Denmark, and hints
~t

some of his recent adventures.

Another letter is delivered to

the King, 'tiho is thereby in:fo:rmed that Hamlet wl1l soon return;
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and thRt thus another

Laertes"

plot~

must be contrived with

The two letters ai'ford

tit

1:]:;0

help of

good contrast between the

forthright, ratione.l v-lt'!.y In 1vh.ich Hamlet treats his friend,
Hora.tio, and the
'{<lith the King.

8.:'J3t'!.z.""OOd

In

(~l'

madl1ess vlhich characterize his d':3a1ings

Act IV"iv, the nEn..rs of Hamlett s arrival 1s

divulged in an interviEHv in wb.lch Il.oratio tells the QUeen of the
letter Hhich he has received"

The

QtlCel1

is represented in this

scene as finally and defL'l1itely promising herself to the cause or
Ha.rn.let"

It is baffline, then, that she does not orror some objec-

tion to !:{a."l1let' s subsequent duel 1-1itH Laerte a, since the po,ssibllity of a death trap for Hamlet is quite obvious to one who is fully acquainted with the state of the conflict betueen the Kine and

Hamletts mention in his letter to the I:lng that he has arrived home "naked lt and "ulone,tI are subtle but sure indioations
to the King that his plans have gone completely atvry, since Hamlet

he.s in some way rid hinselt' of' Rosencra.ntz and Gulldenstern.

In

Qr the King has, at the beginning or Act IV. v, all"eady been Inf'oI'Ined by the Queen of Hamlet's return; there is no personal letteJ:I
to the King.

rhus tha.t powerful dl"amatic moment in Q.2. when the

King reads for hi:rn.self' the ironic letter of his t>lOuld-be victim,
is missed entirely in

~"

The Kingts wooing of Laertea into

partn0~ship

in the next

!plot to eliminate Hanllet is poorly presented in Ql' Act IV. v" 6- 36.

The Kine'?:. by a recital or his scheme to undo Hamlet in the course
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of a duel, n~rely capitalizes on the wrath and bravado of Laertaa.

In Q,2 the Kine; is something of a psychologist, as he sounds the
depths ot Laertea I deter,nination for l'evEiXle3e, f1attel's him to en-

gage his mind. and fancy to the plot, ivins oval' the cold calculatia:
as well as the hot blood of -chis precipitous young man.
'rb.e QUeen t s announcelllent of the drowning of Ophelia is in
Act IV.v.ltO-~.9.

"1,

'rhe account there is a masterpiece of articial-

The Q.U.<IH;n i.llakes a pretty 1i ttle speech telling how Ophelia.

i ty.

went ~dr a float on the hrook.

At the end of it she mentions, al-

...

most parenthetically, that Ophelia drowned.
is the

~,

I1uch more effective

Act; IV. vii.162-189 presentation, ill tvhlch -eha Qleen

rushe::> upon the scene and immediately says,

One Hoe tl'ead upon another's heel
So fast they folIo",,; 7rour sister's drowned, Laertes.
(~. Q2, IV.vii.162-l63)
And -then Lael-.tes sorrol"J'fully asks,

Drownedl

0, wher's?

(!lam. Qe, IV. vii.164)

Just before he jumps into the open gr'ave to o:llbraca once mora
the body of Ophelia, I..aerte s thunders this inIprecatiion upon

0, treble woe
Fall ten times treble on that cursed head
'Whose wicked deed thy !ilost ingenious sense
Doprived thee of. (l!!!!.~, V.i.21~O-21.J.3)
Such a curse obviously provides strong provocation for the attack
Ithat Ha."'ll1st makes after a few further bombastic remarks by
p...aerte s.

The absence of the cur Se in

%. rnal:::e s

Hamlet t s assault on
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Laertes appear at least partially deficient in motivation.
also stra.nge that in

~

neither the King,

~'Ueen,

It is

nor Horatio makes

'rhey merely '\tJ6;tch the i'igh'c, at the

any attempt to subdue Hamlet,

completion of which the King says,

Forbear

Lael~te

s;

is he mad as is the se a,
Anon as mild and gentle as a dove;
'rherefore 8. while give his 'i.vild humor scope.
NOl;

Once again the later' quarto is much more vivid.

(t61:1~n.) V.i.

As soon as

Hamlet begins grappling \-lith Laertes, there are :four very natural
cries:
Ki!!S. Pluck thenl asunder.
na
Ha..rrllet:
G&ntlemenl
"1lOFatio.
G-o·:)o. my lo:od, be quiet.

lli:

The intensity
crea.sed in

Qe

or

V.i.

Hamle tIs struggle with the King is in-

when, in reply to Hora.tio's remarks that the de,,"

struction o:f Rosencrantz and Guildenstern will soon be reported,
Hamlet observes:
It will be short, the interim is mine,
And a ~tk'Ul t s lila t s no more th8.1l to S8.;/ lOne f • • •
(:flam. Q'), V.1i, 73-7J.~)

-- .-

1VI1som conjeotures that 'One t refers to one thrust of the rapier,9
Such an i~terpretation is exquisitely ironic, sinee it is by one
thrust or an un'bated blade tha.t the KIng hopes to see Ha.m..let laid
ljr1.{d.
..
,.
JJ..&.
,

p.

.",\

CL.~

3•
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low.

Thero is no pal"allel roference in Q,l'li"lo Ii'irst i\.mbas sador

f'l""Oill

gngland in tllO

~2

·cexl.:; bI' IlleS the

nevIS tha"c Hoaoncral1tz and Gul1donatern h.uvo been eXtHmt0d.

outcome \-Ias

h.al~dly

'.I:h1s

unax:pected; but it does adJ a ceptain com-

pletenesB -to the tragedy, ltJh.ich thus engulfs all of Hwnlet 1 s
mies in a.

CO:i1:;... on

..,Jhon, in

0110-

fato--death •

~2'

Jio!'A:tio offers to reconnt to

~:;;>ol?tilforas

the sad

tale of Hamlet's dOir/nfall, Portinbras sa:;rs wi.th genui.ne concern:

Let us haste to hear it,
And call the noblest to the aud~nce.
Fo r me, Hi th sorrow I embrace
. f Ol:'t.u..""lO •
According to

~

Fortinbras fails even to acknowledge Horatio's

proposal to tell the story.

Instead, he merely claims for h1rn-

self" the kingless arm-In of Denmark.
I'he rn.ater1al presented in this chapter has indicated
l'1ain t:ypes of' dramatic deficienc:;r 1n the

i~

text of

tlU"G6

H~ml1.dt.

First, several instances have bean cited to ShOH the relative lack
of dram.atic tension in

(~l.

The strugr;le between the t'Hlibattled

Hamlet and his enemies lacks the tautness that is found in "'2Second,

~.

SOTootiJtleS fails to l1l.ake sufj~iciently clear the expla-

nat.ton. or motivation for certa.in remarks a::::d actions.

make the action of .Qe confused and
Gra."lted tIl at the

80111eth10 s

l'illrd, the

almost unintelligible.

'-'2. vel'sion of the (,ct ion is exceedingly complex,

disturbing m.ajor inconsistencies of the t:'tpe frequently found in

I

i~l

are avoided.

CRAFTIER III

The differencee between the Q,l and

evident thml in their diction.

~

texts are nowhere more

The Q.:,l::. version is a rem.arkably

eloquent creation that is the object of universal admiration.

Ql'

though colored by the purple patches, the unforgettable phrases
which the p1.l-atical m.emory retained, is generally a flat, prosy
rendition of the genuine drama.

The linguistic deficiencies of

Q:t are especially glaring in its 1nel'tt handling of images, meta...
phor, and passages that are highly rhetorical or actually poetic.
In this section 01" the thesis en effort will be made to indicate
by

a selection 01" representative passages the contrast betweon the

two text s on 1.i'l e ba.sis of diction ..
Htulliet f s first sol iloquy is quite repro sentative of two dic.,

tional differences Hhich show up especially in the reporting of
major speeches.

Referring to the world in

~,

Hamlet excla.ims:

Fio on tt, ttis an unweeded garden
1'hat g:vows to seed, things rank and gross in natu.re
Possess it merely. (a!!-~, I.11.l35-137)
The omi s s ion of the se 1 ine 3 and the. sa image s in Q:t I thoueh ;se emingly of little imports.nee, is neverthela 58 significant as one 01.'

:many omissions ..I11.1ch cunru.latively weaken

t~e

word power of Ql.

\11. H. Clemen, following the lead of 08.1"01ino Spurgeon, has
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developdd and defended the notion that Hamlet

L~

dominated OJ

ilil-

agery of corr'uption and disintegration, that the lrlhole play, con....
sldored from the vie'tV'point of diction, is unifiod by thin thome.
He "Trites:

As

Hls~·Spureeon

has showl'l, the idea of' an ulcer domi-

nates the imagex'y", infecting and fatally eating away the
Hhole body; on every occasion l"epulslve image s <>f sic!mes,S\
l/lake their appearance. • • • It is oertain that this im.agery
is derived from the.t [tho first appearar. . co ot: the Chost to
IIa.mlotJ one rea.l evant. Hamlet IS rathel' describes in that
passage 110\1 the poison invades the body during sleep alld how
the heal thy organisln is destroyed from 'tv! thin, not having a
chance -to defend itself' against atcack. But now this beoomes
the leitmotii' of the I.rnagery: the individual occurrence 1s
I.D:panded Into a sJ111bol for the central problem 01' the play.
The corruptIon of' land and people throughout Demnal"k is understood a.s an lr1perceptible and irresistible process of
poisonirlg. And, furthermore I this poisoning reappears as a
leitmotif in the action as "'11311 as a po1.soning L"1 the "dumb
shOw. h and finally, as the poisoning 0;[' all the major characters in the last; act. Th'us L'lagorJ and action continually
play into each otherta hands and we see how tlte term "dram-atic ir.lagery-tr gains u ver~y nel-!' signli' icance.-'
'I'hllt

~

is replete tilth such Lliflgery B.nd roi'el'silce a,-, and tll8.t

they help to su.bstantiate the contontiolls of Clera611 seems undenI-

able.

~JI

ho~-.revcr,

imagery and,
of" the pl<!:'lY.

8.::J

otC'!.lta m.ueh, U' not most, of this sisuiflcEUlt

a C011Soquence, loses

Tho failure to

';;lUC~l

l'€l';)Ort t~e

of t.he tone A.nd nuance

image of the

den is minor, but s'.lfficient to point to tho :pl"oblerll.
othe:::' such o:lu.s;jions of leiti.llotif imagery in

~

unvl~eJed

Several

w;"ll be noted.

gar-
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In the soliloquy under consideration, ~ retains many of the
drame.tioia.lly rine images of Q.z.

For instanoe, 1n both texts lnay

be read the lines,

Ere yet the salt of' most unrighteous tears
Bad lett the flushing 1n her galled eyes.
(~. ({L, 1.11.62-63; ~, I.1.i.151l--l55)
Also an identical wording of the "Niobe" 1:me.ge :may be found in

both texts.

still the ~ readins

Y)aot t::1at Qc prcv1dfJs.

in

'h,

irn-

For almost at the ber;in.11.i:nc of the speeoh

Hru:n.1.et blurts ou.t that it 1s his

preys upon his mind.
na:mil1f~

ot the soliloquy lac};:s th.e
n~othert

s mal'riage that

In Q2' howeve:'; he is alwaY'S on the point of

the crime, but yet, shrinking from the thought of it, un-

able to sa.7 it.

His wOl"ds are writhing, almost lncoherent until

he forces out the truth.
fI'hls consideration loads to a general fault that should be

lmputed to Ql' namely, its inabiLtty to Y!lake goo(t use or good
0'

t-lords.

(~ofton

does no

~:'lort)

than shuffle a feu lines in the

~~2

t;ax-;';, but not infrequently the so ~31ight mutations and SUJsti tut10n

of' llord s suffice to
t~le

line:s.

sage just

thorOuF~hly

(rho difference
con31de!~d,

shurrle the poner and poetry out

betwe~n

the texts, as

sho~rn

ot

in the pas-

is the gu.lf 'bet'\'leen m.ed1ocrit;r ll..c"1d genius.

The total i::'nprension of infex'iori'ty ll'lade

bY<~l

arises pal"'tly

from the mult1-;,>11.eation of small failures like tho i'ailure to
carr7

O'lt

o. metaryhor to the full, as, for example, in t:lese lines:

l~om the tables of my :l'l1emor::r wipe away
All saws of books, all trivial fond conceits,
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That ever youth or else observance noted,
And thy remembrance all alone shall sit.

(Ham.~,

7>-78)

I.V.

With this adequate, but rather pedestrian text, may be contrasted
the skillful, tasteful

con~letion

of the figure in "2:

Yea, from the table at my memo17
It11 wipe away all trivial fond records,
All saws at books, all forms, all pressures past
That youth and observation copied there,
And thy co~ruwndment all alone shall live
Within the book and volume of my brain,
Unmixed with baser matter. (~.~, I.v.98-104)
Hamletts love-letter which Polonius reads to the King estab-

...

lishes tha Prince as one of the classic composers of that particular genre of literature.

The

%.

version is certainly striking:

Doubt that in earth Is fire;
Doubt that the stars do move,
Doubt truth to be a liar;
But do not doubt I love.
To the beautiful orelia.
Thine ever, the most unhappy Prince Hamlet.
But even 1n this gentle art

~

(Ham. ~, 11.11.
7'f=76)..

must be granted precedence.

The

verse Is much alike in both versions (ct. Q2, 11.11.116-119), but
the accompanying letter in

~2

from the message contained in

has a few interesting differences

QQ, 11.11.75-76 quoted above. The

:message in "2 readsl

o dear Ophelia, I am ill at these numbers, I have not
art to reckon my groans, but I love thee best, 0
most best, believe it. Adieu.
Thine evermore, most dear lady, whilst
this machine is to him, HAMLET.
(!!!. Qe, 11.i1.120-124)
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The word "machine" could, given the situation, hardly be iraproved
on,

The informal signature, "Hamlet, tf is certainly more fitting

in a letter of' this type than the more formal "Prince Hamlet."
The contrast between the two versions of the uTo be or not
to be" soliloquy reveals most clearly the superiority of

"2-

In

Ql Hamlet begins his musings with a sh1ple undramatic statement.
The Itpoint" or, as
in

~,

but

~

~

puts it, the "question" is left wldefined

adds these illuminating linesl

Whether 'tis nobler in the mind to suffer
The slings and arrows of' outrageous fortune,
Or to take arms against a s~a of troubles,
And by opposing, end. them. (Ham.~, III.t.57-60)
These verses not only clarify the "question" of the opening line,
but also suggest, in iIllages proper to Hamlet's personality a.n.d.
background, the hard. struggle involved in the attempt to answer
it.
After the preliminary statement of the problem,

~

continues:

To die,--to sleep,--is that all? Ay, all. No;
To sleep,--to dream,--ay, marry, there It goes.
(Ham. Q)., II.li.116-l11)
The parallel passage in

~

reads:

To die, to sleep-No more, and by a sleep to say we end
The heart-aene, and the thousand natural Shocks
That flesh is heir to; 'tis a consummation
Devoutly to be wished. to die to a1eapt
rro sleep, perchance to dream, ay there f s the rub,
For in the sleep of death what dreams may cor~
lihen we have shuffled off this mortal coil
Must give us paua&--there f s the respect
That makes calamity ot so long life. (l!!.!'!!. Qe,
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In

Qe

Shakespeare takes pains to convey the implications

that sleep hold "for Hamlet.

First of all, sleep means the sur-

cease of pain and sutfering.

The Prince* slowly and carefully

according to his meditative nature, reflects upon this boon of the
sleep of death.

"To die," he thinks, "to sleep,--to sleep"; but

then the one dire consequence of death, the one aspect he had not
yet considered flashes into his mind with the words "perchance to
dream. tI

A

penetrating picture, this, of a man who very cautiously

weighs his fate, while the corr.spondlng section of

QQ, quoted

above, is mere surface statement and,"'! indeed, not too clear at all.
A

backward glance at these same lines reveals, against the al-

most prosy background of Ql. the fUllness of Shakespeare's poeticdramatic powers

in~.

His artistry can be noted In his very 're-

markable interweaving of the ideas of death and sleep.
n shutfled

off

The image,

this mortal coll" aptly applies to the great death-

sleep, and yet keeps in foous the idea of ordinary sleep which 1s
a momentary shuffling off of the coils and cares of lite.

The

dramatist's skill is also displayed in his artistic use of run-on
lines whioh help to hold and heighten the suspense of the passage.
An

attempt to compare the texts of Q). and 'e in the next

section of the great speech will be facilitated
the two versions for ready reference.

by

reproducing

Ql puts these words upon

Hamlet t 8 lips:
But for this, the joyful hope of this,
Who'd bear the soorns and flattery of the world,-Scorned by the right rich, the rich cursed of the poor,
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The widow being oppressed, the orphan wrong'd,-The taste of hunger, or the tyrant's reign,
And thousand more cala.llities besides,
To grunt and sweat under this weary life,
\,:hen that he may his full qUietus make
With a bare bodkin? (]!!. Qa, 1I.1i.123-131)
In Q2 the Prince expresses similar thoughts in this way:
For who would bear the whips and scorns of time,
Thtoppressorts wrong, the proud mants contumely,
The pangs of dlsprized love, the law's delay,
'rhe insolence of otf ice, and the spurns
That patient merit of thtunworthy takes,
When he himself might his quietus make
With a bare bodkin? (~.~, II1.i.70-76)
The keynote of Q2ts vastly

supe~ior

diction in this section

is sounded at the outset by the substitution of the highly suggestive image "1",hips and scorns of time" for Q:l t S rather stereotyped "scorns and flattery of the world."

The narrowness of the

pt~ases "the widow being oppressed, the orphan wrong'd," is evi-

dent when they are oontrasted with the far-reaching statement,
"the oppressor's wrong," a statement not necessarily str6nger than
the other, but much more fitting in this speech where Hamlet is
viewing life in its widest scope.
The line,
The taste of hunger, or a tyrant's re ign,
evinces little creative power, but in ~ ,3hakespeare, instead of
merely selecting such instances of human misery, narne s one general
term atter another--proud man, dlsprized love, law, office, pn~
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t1ent lne:t·it ..... and aSBociates them with their

at~endant

lll!s1'ortunes--contu't'llel,r, dolay.,. pangs, Im'locence""

faults 01"

By each of

these combinations he has constructed a swoeping oonoept l-lhlch 1.
capabl.e of

SU~t~stlng

a wide range ot image$ and ell1otions.

Hmulet ls, in this part ot the soliloquy. man groping into

the darkest deptha of his natt:tr'e.

Rathcrn", he 1s manl\':1nd itself

when it ra.oes *'the whIps and scorns of tlIOO.'*
like n'r,-.o:-mt ts reign" :f:ol'1llS just a little

And so,

cornel~

EUtpV8ssth(!)

phrase

ot the picture

of cruelty and selfishness wh,ich llarfllet beholds.

madoquatG 'to

Ii!.

It :t2 a phrase

tJ'loughts of the Prince who is now

glimps1rlg lllOre 'than the wicked r:1ng who ple.gu.ea his lIte, more
t:lall

all the

scep"I~d

tyrant IS in the wor14; Who 18, in ta.ot, see-

ing the oneness of tilO noble despot with every petty magistrate,

unreasonable employer, irate pastor of soule, and Il1eny others.
11& dPawa them all into his wori ....portrait by the all .... mbracing

phrase "insolenoe of atrica."
The remainder ot the soliloquy 1s

~ather

tams in

~

which,

1"'or U.l.3tance. ha$ Hamlet auk1n~,

i",ho would this endul"e?
,,~ makelS the S&l1le question

(LI,a,a. Q)., 1I..11.1.3l)
'Wonderfully power·tul and personal by

poslng it,
\~b.o

would

tardGl~ bf,l&r'l

(~.

f~21

III. i. 76)

A tinal observation to be l:'lado 1s th.e absence In,,,! of this theme
image round 111

~i:2:

n~doklied

oter by the pale cast

or

thought
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(l!2.

('2' 111.1 • .95). n

Granville-Darker points out that in the Ql version of
Bamlet t s verbal abuse of Ophelia. he repeats the phrase "to
nery. golt no less than eight times. 2
n~kes

the formula almost a jingle.

D.

nun-

This successive repetition
In

Hamlet directs ophelIa

~

to a nunnery but four ti;oos, and on each occasion he varies the

wording of the

con~nand:

go thy ways to a nunnery. • • • (~. ~, 111.i.130)
get thee
to a nunnery, go. tarewell. • • "!* (l'!!!!!.~, 111.1.139-140)
to a nunnery,
go, and quickly too, tarewell.

to a nunnery, go.

(.lli'::!!!.

(~.

Q2' 111.1.142-143)

Q.2, 111.1.152)

A particular barbarous line from the grammatical point of
view is found in the Ql text of the altercation between Hamlet and
Ophelia.

The line reads,

lIamlet.

I never gave you nothing.

(Ham.. Q}., II.l!.5)

The oorresponding statement in Q2 is more orthodox,
No, not I,
I never gave you aught.
The speeches 1n
pilfered original.

~q

(~.

Qe, 111.1.95-96)

read at tirnes like crude outlines ot the

'Llhe denotation, the gist, is maintained; but

2Har1ey GrL~vill.-Barkor, Prefaces to Shakespeare (London,
1937), III, 193.
--
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but the striking language ls

suppressed, the connotations removed,

the heart of the speech often cut away.
pillag~_ng

of poetry is Ophella's sad

One goo d example of this

co.,~mentary

on Hamlet after

he leaves her crushed:
Great God of heaven, what a quick change is thIs 1
The courtier, scholar, soldier, all in h1m;
All dasht and splintertd thence. 0, woe is me,
To 'a seen what I ha.ve seen, see what I soel
(Ham. Ql' II.il.19(1-201)
The sentence begl}ning

"0,

woe is me" is pra.ctically identically

the conclusion of the speech in Q2parallels in a more abstract, less

The first line quoted above
n~tural

phrase Q2's opening

line,

0, what a noble mind 1s here o'erthrown.
There are

also references tn Q2 (Act III.i.l5L~) to the eourtier,

scholar, soldier.

But in the Q2 text the formeT' excellences of

Hamlet are fupther recalled in touching phrases:
The courtier's, Boldier's, :'3cholar'a, eye, tongue, sword,
Th'expectancy and rose of the fair state,
The gluss of fashion, nnd the mold of tbr"1'l,
Th'observed of all observers, quite quite down.
(Ham. Q2' III. i .15i~-l57)
While this last sentence in both ,.,erslons is, as was J'emRrked,
alIke, in Q2 it is skillfully prepared for by Ophelia's lamHnt
over her misfortune at witnessing the disintegration of such
a noble personality:
And I of ladies most deject and wretched,
That sucked the honey of hi s mus lc vows,
Now see that noble and most sovereign reason

39

Like sweet bells jangled, out of tune and harsh,
That unmatched. form and feature of blown youth t
Blasted with ecstasYl (I~.~. 1II.i.158-16)J
To say that the two versions of this speech can be reduced to the

same statement is true only superficially.

The

fact that they

differ in their ability to c011'l."nunicate emotion 1s the deeper, more
significant fact.

The only satisfactory explanation of this qual-

itative difference lies in perceptive, sensit1ve reading of the
two toxts.

Such textual contrast can point only to the mystery

at the heart of poetical language, the mystery in the power of
great literature to reflect human exPerience.
Both texts place Hamlet t s "Hecuba tt soliloquy in Act II.ii.
The first line in the QQ version reads,
dl~ill

Why, what a

idiot slave am IJ

(~.~,

11.i1.404)

Reasonably adequate thou€,,h it Is, it can hardly compare with
0, what a rogue and peasant slave am II

(Ham.~,

~

's,

11.11.55))

The dlfference to be noted. 1s in the epithets that Hamlet applies

to himself.

He

is a Prince failing in his duty, thus he acts the

part of a rogue as opposed to a man or honor, of a peasant as opposed to a noble.
felicitous.

The expression udunghill idiot slave" 1s less

Dunghill adds nothing but bombast to idiot slave, and

even the wol"d idiot is not well chosen, since Hamlet does not consider himself a madman.
The

Qa soliloquy continues with the following lines:

lilly, these players here draw water from eyes

For Hecuba.
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Why, what is Heouba to him, or he to Heouba?
What would he do, and if he had lily loss? (Ham.

"'1~

~-L~06J

Theee lines are very poorly construoted.

11.11.

The phrase "draw water

trom eyes," trivial though it is, presents the ambiguity of deciding whose eyes are going to give forth the water, whether it will
flow from the eyes of the player or from those of his audience.
There is, 1n add1tion, the obvious grammatical inconsistency in
the numerical disagreement between "the se players" end "Hecuba to
him."

In the four lines quoted Hamlet... t s only device for express-

ing wonder, amazement, and astonishment is the double repetition

of

the meaningless interjection, ftwhy. fI

pression,

Qe dramatizes the situation

In place of such flat ex-

in these powerful lines:

Is it not monstrou8 that this player here,
But in a fiction, in a dream of passion,
Oould torce his soul so to his own oonceit
That from her working all his visage wanned,
Tears in.his eyes, distraction in his aspeot,
A broken voice, and his whole function suiting
With forms to his conceit; and all for nothingJ
For UeoubaJ
What t s Hecuba to him, or he to Hecuba,
That he should. weep for her? (Ham.. "2' II.i1.554-563)
~

brings out what

Hamlet is

80

moved

~

ha.rdly hints at, namely. the reason why

by

the performance of the player.

It is pre-

cisely because the player 1s only a player "in a fiction, a dream.

ot passion, ft that Hamlet is stricken with remorse for his own
.failure to act decisively.

In

~

the prosaic "draw water from

eyes ft is transformed into a graphic portrayal of the playerts
feigned emotion: the wan Visage, the tears, distracted mien, bro-
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ken voice--"and all ror nothing.."

Ql one of the most electrifying

In
Haml~t

is oInitted.

ID1d pitiful cries in

It is the cry "0 vengeance"

(l!!!!.

~,

II.1i.

585) j that is torn from Hamlet t s heart a.f"!ier he has compared his
true cause for grief with. the make-believe Sorl"OW of the actor,
after he has gazed shamefully at his own impotency, after he has
contemplated the great evil that is pre sent.
rulee" in this context is a C01'lTvElet summary

in Ha.mlet's soul.

or

The cry flO venge ..
the great struggle

"Vengeance ll is a cry of despair, a cry for the

.

thing he must, yet may not have because of the paralyzing, description-defying power that numbs his struggling will.

The for-

lorn ory is uttered by Hamlet that he may relieve some of the unbearable tension.

But still, it is the very emptiness of' this,

his most powerful word, that brings the hero back to earth, to a
realization of ..."'hat his .feeble inactivity has made him. "' He voioes
his sel.f... contempt in the words, "What an ass I am"
li.586).

II.

This excla."tl.atlon, whIch, like that of nO vengeance, tt is

omitted from
(IHu~.

(l!!!!. '4e,

"h which makes use of' the word "assft in a prlor line

Ql, II.i1.415), gives voice to Hamlet's full realization of,

and implicitly his repudiation oft his crinte of' inactivity.

"1 t S

)roblem in bridging Hamlet's attitudes of solf contempt and resplution is not, however, an especially troublesoroo one.
slight difficulty is in vealizing exactly \-1here in
mood. shifts from uncertainty to resolution.

".t

The one

Hamlet's

It cannot be overlooked that

~

in its passion for brevity

omits all but the conclusion of Hamlet's justly famous instruotion to the players, in which. he admonishes them tha.t the purpose
of playing is,
to hold as ttwere the
mirror up to nature, to show virtue her own feature,
scorn hor Olm inls,.ge, and the vcry a~e and body of the
time his torm and pressure. • •• (H~. Q2' III.1i.21-24)
In the oourse of his speeoh eulogizing Horatio's faithful
friendshIp, Hamlet sa.ys in

~ ..

It is e. damned gho at that we ha1(e seen,
And my imaginations are as foul·
As Vulcan's stithy. (Ham.~, 111.11.80.82)
This ooncrete reference to his own poisoned mind is a notoworthy
addition, omitted in

~.

to the theme imagery which was discussed

on a previous pase.
Hamlet, when he dismisses froratio and the others soon atter
the nplay scene," Is for the first time alone with the tt1ll conviction of' his unolets guIlt.

The moment calle tor power, cries

out tor Hamletts expression of the deadly thought and plans that
seethe within his brain.

But in Ql Hamlet makes no allusion to

his state of mind at this time when conviction and emotion have
raised him up from wavering uncertainty.
ture, Hamlet in

~

Atter Horatio.s depar-

merely turns his attention to the business of

Visiting his mother, and reminds himself that he will be cruel but
not unnatural.
In Q2. however, the lines about the

~een

are preceded by a
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short, vivid expression of Ha.rnlet fS teeming thou[",hts.

'!'he Prince,

having gained privacy, beGins:
tTis now the ver:r 'Witching time of night,
When churchyards ya.wn, and hell itself breathes out
Contagion to this world: now could I drink hot blood.
And do such bitter business a.s the day
Would quake to look on: soft, now -co my mother.
(~. Q2' 111.ii.391-395)
Every word, every image, every desire, is of a soul thirsting
for violence.

Rarely has a moment of time been so stigmatized as

this "witch1ng time. tt

The heavens are blotted out and Hamlet

knows the meaning of the darkness

of~thls

night.

yawning churchyard and hell and contagion.

He can see only

The night reflects the

foul truth with1n his soul, and his purpose finds a name: "Now
could I drink hot bloo4."

No mere bombast, this, but a marvelous

phrase for expressing the thought of a man who hates and longs for
ven.geance with all the strength within him.
must 40 the deed now, in the night.

Hamlet knows that he

His will to act is given a

final inducement by the fear that the light of day, unable to bear
the sight of his fury, maY' pluck out the heart of' his ttesolution.•
The King's prayer begins in

~

with the exclamation,

0, that this wet that falls upon my face
Would waSh the crir~ clear from my consciencel
(H~~ ~,

111.ii1.1-2)

flioJet tl is a. poor expression for tears, and the alliteration in
"crime clear from

lU"f conscience lf 1s disturbing.

Besides these

flaws and the general weakness of the outcry, there 1s lacking the
excellent corruption tmagery of the Q2 lines:

0, my offense is rank, it smells to heaven,
It hath the primal eldest curse uponlt,
A brother1s muritol"J (~.~, I1I.1i1.36-38)
The lnain point of the speech is the King f s revelation of the
struggle in his heart between the desire to be rid of his guilt

and his strong attachment to the spoils of his sin.
given a merely academio airing in

This tr1al 1s

Qa:

0, these s1ns that are unpardonable]
"tJhy, say thy s1ns are blacker than is jet,

Yet m.ay contrition make them as white as snow.
Ay, but still to parsevel' in a sin;
It is an act tgainst the universal power.
~(B!!. ~,

III. 111.7-11)

The Klng in Q2 atter his initial cry remarks hls inability to sue
tor.' i'org1 vene ss:

Pray oan I not,
Though inclination be as sharp as will.

(Ham.

~,

)"8:39)

111.111.

He then muses over the possibility of forgiveness, ask1ng himself
whether the marcy of heaven was not devised to meet such"he1nous
orinlo s.

But when he attempts to

formulate his petition, he m.eets

the force of oontradiction in his soul:
fault is past, but 0, what form of prayer
'Forgive me my toul murder'?
That cannot be since I am still possessed
Of those effeots for whioh I did the rl'lUrder;
1\\1 crown, mine own ambition, and m::.r queen;
May one be pardoned and retain th t offense '1
(~. Q2' I11.1i1.5l-56)
My

Oan serve MY turn?

There is obviously in

thi~

Q2 passage a vividly 'Worded, dramat-

ically superior specifioation of Qats abstract statement that it is
wrong to retain the effeots of sin.

'rhe whole problem in Qe is

stated ooherently and worded eloquently--all in marked contrast
to the rather insipid version of
In

~..

~.

Act III.iv there are three contributions to the theme

imagery which

~

fails to include.

Hamlet charge 13 that his moth-

er's sin,
take 13 otf the rose
From the tair forehead of an innocent love
And sets a blister th~re. (~. Q2' III.iv.42-44)

He depicts his mother's soul as,
the uleero'l.ls place,
Whiles rarur corruption mining all within
L'ltect s uns6Gn. (Ham. Q2' III. j?v .lL..7-149)

Be then proceeds to exhort her:
And do not spread the com,post on tho weeds
To make them ranker. (B!!.~, III.iv.l5l-l5Z)
Hamlet's principal diatribe against the folly of his mother
begins in

~ \-lith

a descript10n in which his father ta likeness is

recalled in terms of the magnif1cence of the gods:
Hyperlon's curls, the front of Jove h~selr,
An eye like Mars to threaten and cOItDnand.
A station like the herald Meroury,
New-lighted. on a heaven-kisning hill.
(~. Qe, III.iv.56-59)
In QJ. substs.nt1ally the
~nly

S8.l11e

qualltie s are enumerated, but with

one re£erence to the gods, a somewhat indefinite comparison

!with Mars:
See here a face, to outfaoe Mars himself.
(~.

Ql, III.iv.29)

~e description in «2 is imaginative, suggestive of true dignity
~d

regal splendor.

"-t again tends towards

the vague and general

in its attempt at paraphrase_
olltbur~t

'?h.e main p\irposG of this

to overwhelm the

Q,ttHtU

bI lWmlet i

with a realization of hJOI'

upon hoI' all tho conterlapt that

R,

of

COt1.I'S6 I

to shower

crixde J

wo~s o~n ~onvel.

In

":t

some at-

tempt ls !flQde to' paint the King as a monstrous vIllain:
took you nowJ here is Jour husband,
i':lth. a fuca 11.;';:£J V';.:lcan.
A look fit for u tll'lrJel'" and a rape,
A dull dead rumgluG look, I.l"ld
..
tit hell-bred eye,
1'0 affright chIldren and tllfUiZtl ti;.<) world.
(I~a~ ~.

III.1v.36-40)

And ill an oxeha..7130 of dialogue aftiZfl"l;!lG n.w.in speech. he a:dcs,

...

1iJ110'11 chide hot blood within a'-virgin's heart,
lHlen lu~~t ;3hnl1 dw~ll wi t!ltn a matro:\t s 'bl.'1Gilst",
(~ Q-l.

Hamlet' s speech as recorded in !~')
Is
.:;;;
tatlng

v~)I'ba1

Ollslaught.

At

S·n

III.lv.56....

most wlthoring and devas-

'rho attack 1s focused upon the poi.'1.t
"

raantion.ed 1."1 the above quoted pasllQge tl>Om.~. nuxilOly, that !'lot

the paa:Jion of youth, but the
aocounta.ble
tion tro!!:
and

to~

tht:l

anmlet~ t a

~e\'}n'

p~n.'fv$rsion

of matu:-e judg!l»nt 1s
'.

s cr1..'"l:Ie1l against nature.

spcoch in '!~ 1./111 si.tf.f.'lee

tCl

A

hri~t

quota-

show ita trend

startling effeet1venes$'
o 3ha~;n, wh$'Ye 13 th.;r blul:lh'?
Hebelliou:'J hell,
I:::' thou on.'l::rt: 11!lt.!.no in a matron's l)O!l(l);.'$,
1'0 fludng ;Touth let virtue btt1 as N'a,.'J{
i'.nd :ool'c in. hor oun £iJ:>e>. 1'1'*001&1:n n.:; s:UiJne
When thl'?i oompulslvoardour give::! the ch!.trg&,
Since rreat it S$lf as aotively doth bu.rn
And reason

p&rldel:'~ v111.

(.ll!9. ~~,

III.lv.81-88)

The'l'fJ aI"tt at least tl>10 .furthe~ elemonts

ot the corruption

theme pl:-esanted in ~ that are not contained 1n 'Q.,t tho King fS re-

l1'lark thut L:l beiag

t~l,e

8uardian of Hamlet h.e is thus "the owner of

(Ha:;.~l. ~.

e. foul dLJause lt

rV.i.21), and his allusion to slander

which tttransports his poisoned shot H (~ • . •~~ IV.1.43) upon good

;'Iamlet, actinG his ll1adnlan role, replies thus in
King' 5 demar.,,:Q to he told

t~le

~ to '~he

lrheres,bo;J,t s of Poloniu8 r body:

if ::rot'!. Chl:.L"1ce to 1111 ss him there [in heaveIil, father t
you had best look .for htm 1.n the othor parts below,
and if you eUlll'lot find hLu i:ihere I you nay chance
to nose hhl as you go up to the lobby. (l!!!. '4, IV.i.36-39)

In Q2 a clever

ch~..nge

in the retort

~ndicatc3

much more pointedly

the close affinity tha.t Hamlet feels to e;:ist l)etween the King
and the lower regions:

In heaven--send thitr.er to see, it.' your
not 1,;here, seek hi1;1 1 ttl.!. 'other place
Qe, IV.i11.32-34)

IilB;1':cv..ger .find hi'a
yourself. (~.

'rho King f s fear o:f lIe.nl1et as

eagerness

1:'01"

8.

threat to

h~.s orOl-Tn

and

hi~

the Prince t s demise are worded rather lm.pe:t~f'ecl:;ljT at

the end of Act IV.i in

~\:

There t s more in hun than shttllow eyef'l can see;
He once being dead~ why, -chen our state is free.
(~~ ~,

In Q.2 the

fT

Iv.l.62-63)

stat e l1 is personi:fied in the King Hhose anxiety is very

real and urgent:
1)0

1 t " Engl and"

1"-'01' like the hectic in my blood he rages,
And thou faUst; cure me; till I know 'ti::; done,
Howe 'er my haps, m:'l joys were ne I er begun.
(~. Qe,

IV.l11.64-67)

Once again tlw idea of disease is skillrully woven into the text

in the f

figurctive fover ravagine the body of tho King.

01'I'l

ThE) no ,;,.() os..' ueop po:.:sonal involvement and concern is sounded ill
tiL?'

Killb I s

st:r'iki:r~

apo stl'Qphc to mlgland to

::;"smOV0

the uenace

t-ihich -shadows hUll.

In both texts Laertes is a gentleman llith a flare for IJombas'l.;ic

':;:;1'000h.

Jut 1..1:".:

J:>lUltir~g

pared wi-tll. tho h13t:::,10111co5

in

of'~.

(~l :1~;

actu.::.ll;; tru.no tlhen com-

In Q.l, after he has, in the

cou:rse of domanding vengeance for hiD nm:.. . de::'E'd fa.ther, leveled

severa.1threuts at the King, he notice s the distracted Ophelia
enter:

this? Ofelia? 0, my dear sisterl
laft possible a young maid's life
Should be a.s mortal as an old man I s saw?
o heavlns theIllselvos--How now, Ofelia?

~~'s

(~. ~.

He

Is, however,

much less irihibited in

IV.iii.69-72)

~:

o heat, dry up my brains, tears seven t1mec salt,
Burn out the sense and virtue of b~ne eyel
By hoaven, th~l lnAdnC sa shall be pI'.id with weight,
Till our scale tUI'l'1 the beam. 0 rose of ViS.7.
Dear Iaaid., kind sister, swoe t Oplwl5.aJ
o heavoni3, 1a tt posDible a young !Ylaidf S 'Hits
Should be as mortal as an old lnan's l:tf'o?
(~.

Qe. IV.V.l54-160)

The elements of this spoech--random in'lTocations of' lUI.tu:re, Mnlt:t~11ed

epithets, iJ.umerical exaggerations, fierco wurnings--are typ-

ieal of the ranter in general and Lae:rte s in particular.

Another inters nting set of pal-alle! l'ead1ngs on IJaerte s is

!that concerned \Jith his rea.ction to the Kingt s announcement that
IanUet has re"tuz'ned to Den.'1lark.

Laertes t response 1.."'1 Q:t ls:
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0, he is welcome; by my soul, he is.
At it my jocund heart doth leap for joy
rhat I shell live to tell hL-rn thus he die s.

(~. ~, IV.v.3-5)

The corre sponding remark in

Qe is:

I am. lost in it, my lord, but let him comel
It warms the very sleme ss in my heart
'rb.at I shall lIve and tell h1m to his teeth
'Thus dlddest thou.' (~.~, IV.vI1.54-57)
The word "thus" in ~ implies that a threatening gesture probably

accompanies Laertes' words.

The direct quotation in

Qe,

'Thus

41ddest thou,. also poses a second possible interpretation.
Laertes may in both texts be using "\hus" as a reference to death
by the sword.

If so, the expression in Q2 would suggest the pic-

ture of Laertes standing over the wounded Hamlet and completing
his revenge by reminding Hamlet that thus he killed Polonlus.
The satisfaction felt by Laertes s.t Hamlet's prospective return
is expressed in

~

in terms of the sickness langue,ge found so

profusely in the play and whIch, at this somber moment, is more
.fitting than the bubblIng joy of a ttjocund. heart.n
There is in

~

a very poorly constructed passage in the di-

alogue between the King and Laertes as they plan Hamlet's death.
The King, attar laying plans for the unbated fOil, continue ss
lest that all shoUld miss,
I'll have a potion that shall ready stand,
In all his heat when that he calls for drink,
Shall be his period and our happiness.

And

(Ham.. Qa, IV.v.3.3-36)

The only sense that is possible demands that the relative pronoun
nwhich" be understood after the word "stanci.rt

Such an omission
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is a glaring failure to control the meter, rather than any sort of
linguistic subtlety.

The position of the phrase "in all his hea.t"

outside the clause wherein the word it modifies is found is another gratuitous barbarism.

The corresponding pas:Jage in ~ is,

ir nothing else, grammatical and coherent.

The scene between Horatio and the

~een.

which was added to

the play in Ql (Act IV.iv) is remarkable for its abysmally poor,
otten incomprehensible

dialogu~.

analysis of this scene would

An

quickly degenerate into the pointless and impossible task ot at-

...

tempting to reconstruct the grammar and word order.

But a. tew

samples ot the text will serve to illustrate the talents ot the
pirate When memory completely deserted

h~

The

~een's

reply to

Horatio after he tells her of Hamlet t s e soap. 1s a classic example of confusion of pronounst
Then I perceive there's treason in his looks,
That seemtd to sugar afar his villa.inYJ
But I will soothe and please him for a time,
Fbr murderous minds are always jealous.
But !mow not you, Horatio, where he is?
(l!!!!- Qa, IV .iv .10-14)
Horatio's speech

(Act IV.lv.28-31) is marred by a clumsy absolute

construction and by an inadmissible telescoping of language in
order to cram it into the meter.
After

F~et

has listened in hiding to Laertes f exhibition at

the grave of Ophelia, he leaps forward and, according to the

text, speaks thus:
What's he that conjures so? Behold, 'tis I,
Hamlet the Dane. (Ham. 'h, V.l.147-148)

Qa
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In the Q2 version the words are somewhat expanded:
~inat 1s he whose grief
Bears such an emphasis? whose phrase of sorrow
Conjures the wandfring stars, and. makes them stand
Like wonder woun. dad hearer.s? 'rhis is If
Hamlet the Dane, (.!:!!!.~, V.1.248-252)

The phrase "whose grief bea:rs such an emphasis fl presents clearly

the reason why Hamlet is so irked with Laertes.

Laertes makes a

scene, an exhibition of his bereavement and sorrow, wh11e Hamlet,
in the throes of most bit tel' grief, is crippled rather than spurred
to action by it.

Hamlet, therefore, expresses his contemptuous

disregard tor Laertes
emotion.

...

t

wIld threats and uncontrolled outbursts 01'

At the same time, as Hamlet himself e.f'terwards admits,

he feels shamed at being outfaced at ess.ayingwhat he Cal'lllot--

translate passion into action,

The word "conjure" is inserted in

the .following sentence in Qe, where Hamlet mocks Laertes roost cle\'erly and bests him at his own game 01' rhetorioal
exquisitely

exagger~tion

by

portraying the stars as '·wonder-wounded hearers."

Surely the two brief lines ot the pirate (Aot V.l.11·t·7-l48) fail
to do justice to the power and suggestion of Shakespeare's carefully chosen words.
Almost immediat31y atter Hamlet has made his dramatic entrance as just described,
blustering challenges.

h~

overwhelms Laertes with a torrent ot

The last of these appears in this way in

And where thou talktst ot burying thee alive,
Here let us stand, and let them throw on us

vJhole hills

or

earth, till with the he~ht thereot
(~~, V.l.158-16l)

lJIake Ossa as a wart,

There 1s n mm:tlted contrast 'between this verslon and the extremely
imaginative parallel in Qet
Be hurled quick with her, and so wlll I.
And 11" thou prate of mountains, let them throw

Mllllon.fJ of acres on us, till our ground,
Slngeing his pate against the burning zone,
Malte Ossa like a wartS nay, an thou'it mouth,
I'll rant as well as thou. (~ Q.2, V.1.273-218)

An especially felioitous substItution is the phrase "millions of
a.cres" for the les8

earth. It

almost trite uwhole hIlls of

at'lJEU!t1ng,

Final11, whorea. Q). refer I~ tp the tlb.!ll S of earth" arely

Qe vividly describes that height

in terms of the height thereof.

in the 11lanner quoted in tho text.

Just be!'ore he foreea the poisoned drink through the lips of
the K1ng, Hamlet gi.,es in

~ fA

brief, _comet

~1latlon

of his

regal ea.reer:
He~,

thou tncestuous. murderous, damned Dane,

Dl"lnH: oft this potion. Is thy union here?
Pollow 11t'J mother. (~~, V.11.323-325)

This epilogue to the King t slife, 1s a much mox-a tlttixlg farewell

to him than the bnld e01Ul11ent ot

't..

Then YaDOm to thy venottl& die damn'd v1llain'

OOme,

4rink~

Horatio' g

here lies thy union,

re9!:!lesca~

he~'

Q,l. V.l1.

9~:"93)

over 'tIle body ot fiamlet covers onlY' two

lines of the Q2 version, but thl.tlr onli.slon in
POV81"ls~nt

(I~

of' that alreadT :ragged text.

~

is no little 1,m.

Horatio says:
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Now cracks a noble heart. Good night, sweet prince,
And flights of angels Sing thee to thy restl

(!!!.

~,

V.1.357-358)

It would be difficult to find a 2ThOre sensitive use ot the word
"night" as a symbol of death than in Horatio.:9 famous :farewell.

CHAPTER IV

CHARACTERIZATION
Who is Hamlet?

What is the key to his character?

Consider-

able professional concern of countless critics, litterateurs,
dramatists, protessors, and aotors has been expended through re. cent centuries in an attempt to reach some satistac'tory solutions
for these problems.

Hamlet, however, has displayed a remarkable

resistance to his analyzers.
Some commentaries on B.a.,ruet t s personality must be regarded as
insufficiently grounded or inherently absurd.

Horatio was not

Hamlet's secret lover in the guise ot a man.

Hamlet's determin-

ation to kill Olaud1us Was not primarily motivated by ambition to
ascend to the royal throne.

At the present tUde the theory that

allot Hamlet's actions attar the commencement of Act III were
those of a madman is almost universally rejected.
More coherent attempts to solve the human puzzle of Hamlet
are legion.

One critio believes that his delay was motivated tor
the mest part by relig10us considerations. 1 That "Hamlet (the
man) is dominated by an emotion whioh is inexpressible because it

118ido1"6 J. semper, Hamlet 1.J1thout Tears (Dubuque, 1946),

p. 11.
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1s in excess of the facts as they appear, if is the opinion of a
famous literary figure. 2 A noted scholar says that Hamlet's melancholy is the "centre of the tragedy."3

An

actor-critic teels

that rtHamlet's 1s a oontinued tale ot' disillusion about others
and about himself.,,4

Each of these opinions undoubtedly represents at least a partial solution to the riddle of Hamlet 1 s character.
can or should be disregarded.

None of them

It would be useless, however, to

attempt to compress all of these Varied views into some magic formula which would necessarily prove

me~ingless and

contradictory.

What course, then, i9 to be followed in this thesis?

By

what· standard can the merits of Ql and Q2 be compared with regard
to the personality of the central figure of the play?
Most critics agree on the fact that Hamlet's personality does
not lend itselt to ready solutions.and formulas.

Hamlet is a

great character of literature preCisely because he is intensely
individual, because he elude s vague ad.jeotives and thumb-nail
sketches.

F~

is not this type or that sort ot man.

He is Hamlet.

He does not act tor one or other mathematically clear reason.

2Thamaa stearns Eliot, Elizabethan Bssazs (London, 1934),

tp. 61.

3Andrew O. Bradley, Shakespearean Tr!&edy (London, 1908),
P. 121.

4I~rley Granville-Barker, Prefaces ~ Shakespeare (London,
III, 193.

~937),

Bis
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decisions are not the conclusions of cleanly chiseled

syllogls~.

His though and motive s are often rauddled .. unclear to himself and

others.
A very general theory of the cha.racter of Hanuet as

d:t~awn

by

ffilakespeare in his finished work will be employed in this thesis.
It 1s a theory that embraces most of the gene:pally accepted no-

tions about

I~et.

and

which is not so controversial as to be in

direct contra.diction to that of any

sEn~ious

scholar.

This anal-

ysis, that of Sir Edtmmd K. Chambers, includes nlOst of what can

be said of IIa.l1llet t s character ta..."-ren

ot obscurity and controversy.

as

a lrlhole, and avoids areas

Chambers writes:

Hamlet is presented to us as a man of sensitive temper..
ament and high intellectual gift s. He is no oI·dinary prince J
h1s spirit has been touched to finer issues; his wit is
keen-edged and dipped in irony; his delicacy of moral inSight is unusual among the ruder Danes. He is no longer in
his first youth when the play opens, but up to that lUOl1'tent
his lite has 'been seI'one and undisturbed. • •• His tastes
are those o£ the scholar: he loves to read for hours together; and. like most literary men, he takes great delight in
the stage, with whose theory and practice he is familiar. • •
•
J~ is the darling of the Court and beloved by the people.
But his real interest is in speculation, in the play of' 111ind
around Q subject, in the contemplation of it from all sides
and trom every point of view. Suoh a training has not fitted
him to aat a kingly part in stirring tin~s; the intellectual
element in him has come to outweigh the practical; • • • so
that he has lost the power ot deliberate purposeful aotion
and, by a strange parado~. if this thoughtful man acts at all,
it must be from impulse.5
It is true that

t~).e

pirate did a far bet-cer job of preserving

5Sir Edntund K. Cha."'Ilbers, ad.

(London, 1894), PP. 17-18.

or

':Jillia.m Shclrespeare, Hamlet
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the character of Hamlet in ~ than he did in keeping intaot the

personalities of the King, Queen, and. some othe~s.
is essentially the

s~me

Hamlet 1n Q.:J.

man that is portrayed in Q2' despite the

often ineffeotual dialogue. diction. and staging which aro his
media of expression.

The lines of his personality, however.

are

traced with Imleh 1e s's fir:mne ss and clarity in the defective edition.

Fllrthermore, Duthie remarks that in ~ Hamlet is Stmuch le ss

individuall,. philosophical, much more theologically orthodox,

much simpler and less CO~up13X generally.u6
Hamletts helpless grappling witn the gigantic problem of
whether to kill his uncle or to accept the stigma of

It

a father

killed, a mother stained" 18 adequately depicted in Q:t, but still
~

lacks much of the revealing insight that the

text displays.

An important omission in Q-l is the absence of the entire

solil~

oquy beginning with the line.
(~.~.

Bow all occasions do inform against me.

Act IV.ii of

cq

occupies only five lines

in~which

r/.iv.32)
Fortinbras

tells his Captain to obtain permission from the King t..) conduct
troops through Den.'118.l'k.

In Q2' b.oW'ever, Hamlet chances to fl1eet

the Captain and learns from him that Fortinbras and his army
march against the forces of Poland to settle a boundary dispute

involving no more than a few acres.

f~et

is deeply impressed
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and cries:

Two thousand souls and tuenty thousand ducats
Will not debate tile question of this strawl
(!!!!. "2' IV.1v .25-26)
Then after the Captain leaves, Hamlet upbraids himself tor his unaccountable delay in avenging h1m.selt and his parents.

It is in this soliloquy that Ha.11llet most nearly coni'l'onts
himself, moat adroitly probes his tragic weakness that all but
nullifies his intellectual. 1,10ral, and physical magnificence.

He

asks himself' what ia a man llhoae l:1.fe is centered around food and

...

rest.

The reply comes back accusingly that such a person is

a beast. no ::nora:

Sure he that made us with such large «iacourse,
Looking before and atter, gave us not
That oapability and god-llke reason
To rust in us unused. (Bam..~, IV.lv.35-39)
lIe I'ealizea that he himself has misused that power of reflection
by "thinking too precisely on th'evant"

(Ham.. "2' IV.lv.Lt.l)--the

Classical expression of -the impasse between th.e activity and. the
inertia of his will.

still he takes courage: fl\t.lb.y yet I live to

say t'rhls thingfs to dot

tt

(Ham.. Qr2, IV.lv.l.!li.).

Tl1.6 remainder of

the soliloquy is aOlll&what the same in structure and content to the
tlHecuba lf soliloquy.

Once again Iiamlet is contrasting his laxity

in a great cause wit,;h the dexterity of others
comparatively trivial.

whOSE>

motivation Is

It is this and other lu&sterful soliloquies

that go far towards rllaking Hamlet the tragic figure he is.
~m1ssion

<;q f s

of such an important soliloquy is, then, a major flaw in

the characterization of the hero.

Although Hamlet does n<)t act vigol'lOusly to avenge himself

and his father, be is sometimes pronG to impulsive" evon rash ac-

tion

~1en

faoed with a problem demanding an instant decision.

ono of thG best 11lstancae revealing 'this aspect or Har41et t s per-'
llona11tyls rnitJs1ne in Q]. altogether, another is prosented les$

torce!"Ully.
A.ftel' Hamlet had obtained and read the pepers decrea1ng his

death upon arrival in lhBlruld, he ltill_dlate1:r set about X'Ol1.I$dYfll8
the situation bJ" cha'l'lgl:ng tho fatal papers into (~ doath warrant
tt>I'

Rosencrant:t!o

in Qe ho

Ul1<.'1

d('}sel'1b~.s

aul1den3tem, tho King r s confederate 3.
to JioJ.1Intlo 11.113

f'!'~U'11$

Later

of mind as M took th13

decisive actlO1u
Or :t could k7Ue a pl'Olo!::';Uo to llrl brains
They had be&,l'1.Ul the play. OJsl~ Qe, V.11.30-)1)

'1b&re are no 11I1o s in Ql oor1te apond1.nG to th.in :revealing remark.
Imtf.ledlatell before Hamlet':1 fencing bout with Laerte s,
Ho~atloj

Withdraw.

tilled with a prenlOnition ot dane:er, implores Hamlet to
In both texts Ha..>:lllet retuoos to heed Horatio fS oounsel.

Al thOUf"J.l Hamlet t $ sport lng blood 1s stirrQd, he indulge s :i.l1. on11
a mIld reply to Horatio is ple.ading in

(~t

No, Horatio, not II it' dang"I' be now, whY'. then it
1$ not to eO"'1 th.ere t S II prcdeo. tine-to providonce in
the tall of a sparrow. (I~ ".l.f V•. 11.43...1£5)
In Qe, however, he

dl~lPlaY3

a de:fl&ll.ce and

Q

bl! tl]$ self.... oonfldenoe

that sts.n4s in bold relier agaInst the tortut-ed reasoning Which
In.tec t e-l:'d..s diseased soul when he meets the life-death 1ssue tha.t
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is destroying him:
Not a ,-{hit, we de!'y augur:l. There is spacial
providence in the fall of s. sparrovl. If it be now, ttis
not to come--if it bo not to COl"flEI, it \/i11 be llow--if' it be
not now, yet it will corne--the readiness is all. Since no
l:nru:l, of' aUGht he loaves, knO\IS what is"1;; 'co lE:1ave
betlrne a" let be. (J:!!.l!!. Qe, V.11 •. 217 ..222)
Hamlet t s life and death are the tragedy of a man Who saw too

much to be able to

COftlrll.'lXld

himself. fino this. tf

For him the world

and Denmark are prisons, though for Rosencrantz Dnd Guildenstern
they are goodly places, for, a.s Halulet remarks,
there is

~

nothing either good ov bad, but thinking rncl:es it so.
(H~ Qe, 11.i1.252-253)
This instance of Hamletta reflectiveness is omitted in '41In Qe. even after Hamlet has recor;nized and repulsed the

King' s mul.'derous designs, he still feels need to rehearse again
his litany of grievances and ask again whether he has sufficient
justification for an act of Violence against h1.s antagonist.

The

"'ollowing vlords of Hamlet, expressive 0'£ his state of indeCision

even as he goes to fence with Laertes, are unhappily omitted 1n

Doe s i t not, think thee, stand Ille noW' upon-He that hath killed my k~. and t"hored my mot..1-t.er,
Popped in between thtelection and my hopes,
Th..""'Own out his angle for T::I;f proper l1.1'e,
~d with such cozenage--istt not perfect conscience
To quit him with this arm.? and islt not ·to be dam.ned,
To let this canker of our nature come
In further evil? (~. Qe, V.i1.63-70)
His thorough.ly wretched condition induces in Hamlet an atti-

tude of

con~lete

lack of interest in his own life.

An outstanding
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indication ot this depression of spirit is found in his rejoinder
to Polonius t remark that he is about to take his leave of Hamlet.
Hamlet comments:
You cannot, sir, take from me anything that
t will more wIllingly part withal; except my lite, except
my lite, except my life. (!!!. Qe, 11.11.218-220)
~

omits the three words which express the thought uppermost in

Hamlet's mini: "exoept my life."
Some of the refinements and complexities of Uamletts suioide
debate are not drawn in the Q:l. text.

For instance, Qr2 opens

Hamlet's first soliloquy w1th these lines:
0, that this too too sullied flesh would melt,
Thaw and resolve itself into a dew,
er that the Everlasting had not fixed
His canon tgainst self-slaughter. (~. Q2, 1.11.129-132)

The corresponding passage of Ql reads:

o that this too much griev'd and sallied flesh
Would melt to nothing, or that the universal
Globe of heaven would turn all to ohaosJ
(~.

The

~

Qa, 1.11.55-57)

version tails to introduoe the suicide theme at this oppor-

tune moment, and thus does not provide a suitable preparation for
the third soliloquy (!fTo be or not to be n) I whioh is apparently
the offspring of lengthy consideration of the possibility of

$191£-

destruction.
In the "To be or not to be" soliloquy Q1 states that the
"joyful hope"

(!!!!.!. "1, 11.11.123) of something in the life attar

death stays Hamletfs suicidal tendencies.

The use of this expres-
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sion pointlessly confuses Hamletts motivation even in the light of
the
tf

remainde~

of the Ql text of the soliloquy where anxiety, not
~

jo:rtul hope" Sflems to be the restraining influence.

avoids

confusion since Hamlet says that it is the Ifdread of something
atter death"

(~.

"2' 111.1.78) that gives hiro. pause,

Although Hamlet's personal ambition for the crown is not the
principal reason for his hatred of Glaudius, still it receives
some attention in Q2 both from the Prince and his antagonists,
The King asks Hamlet,
How fares our cousin Hamlet?
Hamlet, who has assumed his

Il

""

(Kam.

~t 111.ii.90)

antic disposition," makes the follow-

ing reply,

Excellent i'faith, of the chamsleonts dian, I eat
the air, promise-crammed--you cannot feed capons so.
(~, Q2, 111.11.91-92)
The word "air, fI \-1118On notes, is a pun on "heir, It arui

th~

promise

refelT&d to is the pledge the King has made to Hamlet that he
ahall succeed to the throne. 7
Th1s intended subtlety is not conveyed in
How now, son Hamlet, how fare you?
have a play?
Hamlet:

In

~

~'s

vers1on:

Shall we

1tfaith the chameleon's dish; not capon-crammtd;
fed a'the air. Ay, father, My lord, you playtd
in the university? (B!!. QQ, 111.11.65-69)

Rosencrantz remarks to Hamlet, who has just stated that

7Wilson, ed, of Shakespeare, Hamlet, P. 198,
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Denmark 119 a prison for him:

Why, then your ambition makes it one;
'tis too narrow for your mind. (!!!.

Qe,

11.11.255-256)

It must be remembered that Rosencrantz' worels are merely echoing
the sent1ments of his mentor, the King, who is quite aware that
Hamlet is not

~~ocGnt

is not found in

of all worldly ambitions.

This reference

~.

THE KIllG

G. I. Duthie makes this observation concerning the delin""

eation of.' the King in the var10us teits of Hamlet: nO. II. Herford
pOints out that in the second Q,larto and Folio versions of Hamlet
the king is a much more complex character than in the first
Quarto. where h1s guilt is portrayed crudel,. and directly, unluixed with the subtleties of.' characterization found in the authentic texts.

• • •

It is quite possible that a memorial reconstruc"

tor should be unable to appreciate or reproduce the subtle

co~

plexities of.' the Shakespearean characterization, and should simplify the eharacter,thus producing the crude villainy of the king in

the fir at Quarto. It 8

The present study of the King's character will be directed
towards subatantiation of Duthie fS analysis on the basis of some

8Duthi., PP. 51-52.
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textual comparisons.
The Kingts prayer as recorded in Q2 reveals a thoughtfulness,
a feeling of personal conflict that is reminiscent ot the struggle
of Hamlet himself.

In ~ the .King :fully grasps the llX>st foul na-

tura of his crime:
0, my offense is rank, it smells to beaven,

It hath the primal eldest curse upontt,
A brother's mur4erl (.!!!!. Q.2, 111.111.36-38)
He then

r~cks

himself with eight torturing questions (all omitted

in Ql, 111.111.1-13), which arive him to

~~e

realizat10n of his

....

predicament as a sinner torn between "repentence and his sin.

The

King is well aware of why h1s problem does not admit of a pat solution:
tPorgive me my foul murdert?
That cannot be since I am still possessed
or those effects for which I did the murder;
141 cro'Wl'l, mine own a:m'D1tion, and rtf.3' queenJ
May one lite pardoned and retain tn'oftence?

(Ham. Q2' I1I.1i1.52·56)
Ql portrays the King admitting,

0, these sins are unpardonableZ

(~.

Qa,

111.111.7)

It does not, however, record him as delving into the reasons tor
this litellef.
In Q]. ClaUdius I prayer is MeH-ely a surface statemnt of ad~lssion

of guilt and plea tor repentance.

Most of the aelf-per-

iCaption that the King shows in Qe 1s missing.
~8ents

The "2 text rep-

p1ercingly the contrast between the K1ng and Hamlet.

plaudius is a thoughtful person who mows the good, but cannot

65
bring hims·elf to it.

He finally resolves his dilemma by decisive

action--the plot to remove Hamlet.
too great

s~nsitivity,

Hamlet, however, is a man of

a man who saas what must be done but can-

not shake free from the clutchl.ng ooseslJlons that prevent him from
accomplishing it.

~,a.s

has been. Indicatecl. fails to breathe

into either the Prince or the King a unique personality.

.And to

that extent the faulty texti does n()t capture .the significance of
the trageay.
Anothor indication of the King's acumen and peculiar brand of
....

worldly wisdom is in evidence in the llords he speaks to his wife

(Q2'

IV.v.74-95)

from court.

after the pathetic, insane Ophelia has departed

r. is impressed by the multiple trials his kingdom

undergoes:

o Gertru4e, Gertrude,

WhBn sorrows come, they come not in single spies,
But in batallions.
(!!!!.~, IV.v.76-78)
Then, in the same breath .he reassures GertruQ9 that Hamlet's de-

parture is ineVitable:
first her father slain,
Next your son gone. (!!!. Qe, IV.v.78-79)
He understands the precise nature of Ophelia's tragedy:

poor Ophelia

DiYided trom herself and her tail" judgement,
Without the which t-T8 are pictures or mere beasts.
(]!!. Q2, IV.v.83-85)
In Q]. in the corresponding situation the King recites a four
~ine

tone:

jingle that tits the circumstances neither in matter nor in
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A pretty wretehl This is a Change, indeed 1
o time, how swiftly runs our joys away!
Content on earth was neVer certain bred:
To-day we laugh and live, to-morrow dead.
(]!!. QQ, IV.iii.43-46)
Nowhere i. the greater subtlety of the Q2 text in the presentation of the King's character more obvious than in the SOeDe
in which Claudius induoes Laertes to be his tool for the destruction of Hamlet.

This episode ocours in

~,

Act IV.vii; in

~.

Aot IV.v.
In Q:t the King waste s no time in assuring Laerte S ot his op-

portunity tor revenge:
Laertes, content yourself; be rul'd by me,
And you shall have no let tor your revenge.
(l.!!!!. Q:J., IV. v. 6-7)
Claudius then proceeds to outline his plan to treat an unbated
point with poison and thus to accomplish Hamlet t s death.
The King in "2 is much more cagey 1n his approach. '. He tells
Laertes how

}~et

envies him his skill; he flatters him that his

renown as a swordsman is widespread.
a most pliable mood.

He maneUVers the youth into

But before Claudius actually introduces his

plan, he suddenly asks:
Laertes, was your father dear to you?
Or are you like the pain.ting of a sorrow,
A tace without a heart? (H~4 Qe, IV.vil.106-l0B)
By

this and subsequent questions and answers the KIng, goading

Laertes by seeming to impugn his sincerity, fires him with such
determination to kill Hamlet that when the plot is revealed (Ham.

-
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Qe, IV.vii.133-l)8), Laertes instantly agrees,
I will doft.

(!!!.

QZ' IV.Vii.138)

10.1 of the King's clever psychology is overlooked ill Ql whex-e his

seduction of Laertes is brutally blunt.
In

~

the King shows little coni'idence in Laertes' ability

to collar his wrath:
No place in4eed anould murder sanctuarize,
Revenge should have no bounds: but, good Laertes,
Will you do this, keep close within your chamber.
(Ham. Q2, IV.vii.126-

I28')

""

.And attar Laertes leaves, the King c·ontides to Gertrude:
Letts tollow, Gertrude.
How mueh I had to do to calm his rage I
Now tear I this will give it start again,
~nererore let's follow.
(li!!. Q2. IV.vll.l90-193)

In 'h Claudius gives no indication of such an enlightened appreciation of Laertes' weakness as a co-conspirator.
It is noteworthy in passing that in

~ Laertes

is more active-

ly i_entitied with the King's plot, since there it is Laertes who
is inspired to anoint the unbated toil with poison. The criminal
initiative of Laertes in

~

somewhat le ssens the guilt of the King.

at least to the extent that he is not the sale moral agent respon-

sl.le for Hamlet.s downt"all.
\fuat are the Kingt s feelings towards Hamlet?

flict oetween the two is not skillfully drawn.

In

~

the con-

It Is apparent

that Hamlet's very existence has become intolerable to the King;
but there is not much indication that the King has luore than a
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surface understanding of the person with whom he is locked in a
death struggle.
There are, however, a few brief but telling words tn Q2 (ommitted in

~)

in which t!lS King shows himself quite aware

vulnerable spots in Hamlet's character.

or

the

'\I/hen the King is plotting

with Laertes, he says:
he being remiss,
Most generous, ~~d free from all oontriving,
Will not peruse the tOlls. (B!!.~, IV.vil.133-l35)
Shortly before inQ2 (Act IV.lll.1-1!) the King showed himsel:t
moat

sensi~lve

to the oVerwhelming popularity ot Hamlet with the

common people.
In both Q], and. Q2 the King is allowed to explain to himself
his motivation for killing his nephew.

In

~

he

justitiss the

murder on the groun4s that,
He onoe being dead, why. then our state is free.
(~. ~J

IV.i.63)

But in the corresponding passage of Q2 the King likens Hrunlet to a
disease that infects him and must be cured.
~land

He pleads with

to aid him:

Do it, England,
For like the hectic in my blood he rages,
And thou must cure me; till I 1~ow 'tis dene,
Howater my haps, my joys were ne'er begun.
(~. {~, IV.ili.64-67}
~he

motive oited in Q). is a rather a.mbiguous expression

or

pat!'i-

IOtism which fails to l'epreSGnt the deeply personal emotlons of

janxiety and fear that drive t.he King to murder.
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3hakespeare seems, according to the

~

of the QUeen a subject of continual doubt.

text, to lna.ke the role

He leaves unsolved the

major problem cOllcerning her persona.li ty: to what, if any, extent

was she implicated in the death of her .first husband and the conspiracy against Hamlet?
inconclu31v~.

and. her son.

The evidence for solution is slight and

She appears to oare for both her present husband

.:he never clearly CO!1T'lits hersal!, by "lord or action.

She is admittedly sensual, unfaithful to her first husband, an

uninapirillg

p~nt--but

nonetheless an enigma.

Q,J., however, provides a solution tha.t is definite, though it
creates IJOre problem.s than it solves.

In

%.

He...'111.et, during his

bedroom interview with his mother, olearly cilscloses something

that he hints at only vaguely in
He

~--the

Imlrder of his father.

concludes his description of his father by saying:
Whose [King Hamlet'i] heart went hand in hand even with that

vow
He made to you in ll1arriaget and. he is dead;
f~rd'red. damnably MUrQ'red.
(~.~, III.1v.33-35>

rt'he Queen swears that she knows nothing of the murder:
But .. as I have a soul, I S'I<lear by heaven,
I never l<nGW of this most horrid deed. (IUUn. Ql' III.lv.9l.

m

ilL few minutes later she agrees to aid Hamlet in his plan ror
~eng.ance:
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Hamlet, I vOv¥ by that majesty
ibat lmows our thoughts rulel looks into our hearts,
I will conceal, consent, and do my best,
What stratagem soe'er thou shalt devise.
(~.

Ql' IIi.lv.103-l06)

However, it is unolear at this point whother tho QUeen is sin1n her alllance tdth HaI:lle.t or

CEn'a

wh.eth€n~,

taklng Humlet f s

't<lor<:1s <md actions during the a.pparition of hi,s fnther as signs of
madness, she is

could

:t-e.f'EU~

m~H't~ly

trying to soothe h1m.

The following lines

Aither to the apparition or to Hamlet f s belier that

But, Hruulet, this 1s only fantasy.
And for my love forget these idle fits.

(~ ~#

III.iv.93... 95)

T11.9 Qlleen does ex.press her lo;ralty to Ham..1.et in. clearest
terms when Horatlo l1U'o:MllS hel' that Hamlet has escaped the toils
of the King and will soon retUl"n.
municatioll is made.
garding the King t

S

i~,

The scene in which this com-

Act Itl. iv, has no oouniierpart in. Q2.

Re-

treachery Gertrude says:

Then I perceive there's treason in his looks,
That seemtd to sugar o'er his villainy;
But I will soothe and please him I'or a time,
For murderous nunda are always jealous.

(l!2!.

Q1, IV .iv .10.... 14)

Ani she displays her solicitude for the success

Bid hi."!'ll a "lf/hl1e be wary of his presence,
Lest that he fail :tn that he goes about.
(~.

The problem raised by

~

~,

or

}~etts

plans:

IV. iv. 19-20)

in the averred good will of the

Queen for Hamlet's cause is that she does nothing.

She malces no
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disce:rnible attempt to learn what the King pl9.l'ls to counteract the
effects of Har:llet f s return; she finds no way in \,lhieh she can
disllst$~.

warn Hamlet of' even the suspicion oi'

Perhsps the pirate

in Q], wished to stress the stupidity or lassitude of Gertrude,

since it seans

t~lat

no other rea.son could be asslgned to the fail-

ure or one as interested as she professes to be to oatch sorae
breath of the winds of' intrigue which raged a.bout hoI'.

CONCLUSION
Undou~teQly,

~he

pirate or group of' pirates who oompiled Ql

did a better job of preserving Shakespeare's charaoters than they
did in salvaging his dranla and his diction.

Qpeen--all are roanonable
in

~.

facsir.dle~

Hamlet, the King, the

of the people that are found

-

But they are not the same people--and tile ch.ange s are not

for the bet tel'.

Prince Hanllet· s character in

%.

is, as this chapter has in-

dicated, much oloser to the surface of' hurruan experience than its
~

counterpart.

The:r'e is less exploration into the mllrki depths

of a troubled soul.

The Q,l Hamlet is not constantll reflective,

sel1'-exrunining, proof-seeking.
not occur to him

a~l strongl~1

Tempting thoughts of' suicide do

or as otten as the] do to Hamlet in

Q2, nor is he terribly bothered by the robbery of his right to the

anish orown.

'1'h6 Hamlet of' ~ is a fairly

good oharacterization,

ut is not the personality of Shakespeare's own creation, the 1'8:--
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sanality whioh has fascinated
huntl'ed

ana

DrJstdfied people for over three

years.

In Q2 the murderer-King 1s a rogue, out a many sided one.

1s clever, considerate to his beloved

~een,

He

a master of human

relations, a man who understands well the nature and consequences

ot his choice ot sin over repentance.

The Qa

King, however, has

been shown to De a blunt, insensitive person--a regal thug.

He

has soma 1dea ot his Sin, 'but does not reflect upon his guilt to
any extent.

"!

The Qleen, a :r14d1. in 'both texts, acts in an 1l'lexplioaltle
manner when in 'b. she tails to warn Hamlet ot his immediate danger
in the last scene.

In Qe there is no such glaring deficiency in

characterisation.
The comparison ot the texts, thus, emphasizes some qualities

ot Shakespeare t s characterization.

His charact&rs are Men to

hare a depth, a versatility, a consistency that helps to make them
dramatic immortals.
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APPENDIX
In many eases the spelling of proper names used in the two
texts differ, sometimes radically.

'r.be listing below may lessen

possible contusion.

OorfUl'l.b 1 s

Poloniu8

Laartea

Laertes

Voltemar

Valtema.n4

!lossencl'att

Rosencrantz

Gl14erstone

Gul1denstern

Montano

Reynaldo

Portenhrasse

FortinlJras

Gertred

Gertrude

atelia

Ophelia "
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